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Introduction

1.1 Purpose of the study

In Indian mythology the ten incarnations of Visnu are collectively
known as DaSavatara. Dasavatara dance-drama, a distinct expression
under the umbrella ‘DaSavatart Nataka’ enduring over almost four
centuries as a ritual pursuit, is a significant contribution that

Maharashtra has made towards the panorama of theatre-dance in India.

DaS§avatara is most popular performing folk art of Maharashtra which
has fragrance of the soil and soul of Konkan. DaSavatara is also a
religious Nrtya-Nataka portraying the stories of various incarnations
of Lord Visnu. Originating in the early Vedic literature, the concept of

the DaSavatara seems to have taken concrete form in the Gupta Period.

The tradition of showing the ten incarnations of Visnu on the stage
seems to have been quite an ancient tradition as elucidated by the
codification of the DaSavatara hastas (the hand-gestures for ten

incarnations) in NandikeS§vara’s Bharatarnava and Abhinaya Darpana.

The credit of evolving a full-fledged DaSavatara dance- drama goes to
Konkan and the regions around it. The DaSavatar1 Nataka was

introduced to the Konkan region in Maharashtra in the year 1728 C.E.



by a brahmana kirtanakdra. Developed in the 18 century C.E., the
Dasavatara plays have influenced the form of Sangita Natakas,
combining elements of mimicry, masquerade, and pageantry. The
performers of DaSavatara were generally inherent actors, all male.

The Dasavatara traditional theatre form of Konkan and Goa region is
already nominated for the UNESCO’s representative list of Intangible
Cultural Heritage of India in the Year 2010.

In this research, the efforts have been taken to explore and study the
representation of DaSavatara in the traditional Indian art forms of
painting, sculpture, literature, epigraphy and numismatics; handicrafts
such as puppets, printed fabrics, embroidery and also philately. These
findings have helped strengthen the study of the history of DaSavatara
as a Performing Art and its extension in the modern Cinema. The
internet parallels of the Dasavatara were also sought to get the clear
evidence of the subject. At the same time, the objective of this
research has been to investigate transforming notions of the
DaSavatara dance-drama tradition in Maharashtra in general and its
uniqueness.

This research is particularly of the purpose of bringing out the
importance of the Dasavatari Nataka tradition in Maharashtra and
to showcase its antiquity.

1.2 Field Work-

It deals purely with the investigation of theatrical performance
changes that occurred during the modern age. In order to understand
the changes that occurred in theatre realm, emphasis has been given to
the changes that occurred culturally through the ages. This work is the
outcome of conceptual and art historical research, focusing on the
potential of an articulation of the cultural landscape.

1.3 Dasavatara of Visnu

The scriptures speak of the ten avatdra of Lord Visnu, who protects
the earth by incarnating Himself in the different forms and save the

Universe. The ten Incarnations of Lord Visnu are Matsya, Kurma,



Varaha, Narasirmha, Vamana, ParaSurama, Rama, Krsna, Buddha/
Balarama, Kalki. The avatara stories which are commonly used in the
dance- drama presentations are discussed. Balarama, Buddha and
Kalki avataras are not portrayed in the DaSavatari Nataka of
Maharashtra.

The scope of this study is extremely vast, wide and varied. The main
references are taken from Sanskrit texts.

1.4 Survey of research/ work done in DaS§avatari Nataka

[ Dasavatara workshops, Book Reviews, Published Articles ]

There are many scholars, who have studied the DaSavatara in different
perspective on the basis of different subjects like sculptures, paintings,
evolutionary development and Hinduism. The efforts have been made
to find out what might have been the reason behind the changes that
occurred in the performance structure through the ages and to find out
the reasons behind transforming notions in the presentation of the
DaSavatart Nataka of Maharashtra. This has not been undertaken as a
serious study so far, to the best of my knowledge and that is the reason
for undertaking an in-depth study on the DaSavatara in Indian culture
and its continuity in the tradition of the DaSavatart Nataka of
Maharashtra.

1.5 Limitations of the Study

The scientific, sociological and religious topics are not dealt with in
detail due to the limitations of the thesis. Only selective references of
DaSavatara found in ancient literature and sculpture, could be chosen,
at the cost of eliminating several valuable once from our vast wealth
of Indian Art-Culture. The stories of Dasavatara are not yet proved
historically or archeologically. Here, the study of the DaSavatara is
undertaken from the point of view of the dance-drama culture only.
Therefore the main constraint in the study of this topic is that the
researcher has to depend on the secondary data such as Sanskrit and

other text material, the study conducted by different scholars and the



recent documentation of the live performances and the interviews of

DaSavatart artists from different troupes.

1.6 Aims of the Study

Firstly, the objective of the study is to find out the importance
of the relationship of Indian culture and the concept of
DaSavatara, which is frequently used in different Indian art
forms from time and again.

To find out what the philosophers and religious teachers of
medieval period wanted to convey to the society through the
theory of DaSavatara and its impact on the art and culture
particularly of Maharashtra region.

To find out that the concept of Dasavatara was set forth for the
society as a code of morals with the elements of bhakti or just
as entertainment.

Finally, this study focuses to create an awareness of the
precious art form, DaSavatara of Maharashtra to give a new
artistic perspective for the common viewers as an elevated form

of entertainment.

1.7 The following are the specific objectives of the study:

To understand the background of Dasavatara performances.

To know the origin of DaSavatart Nataka performance tradition.
To study and understand the present day performance of
Dasavatara.

To focus the DaSavatara Nataka performance structure (folk,

traditional, classical).

In view of the above objectives set for the present study, the data

has been collected through an independent method of analysis:

Literature survey: Textual sources for DaSavatar1 Nataka
performance and personal interviews.
Study of the books, published articles of regional research

scholars written in Marathi and English.



e Personal interviews with scholars, artists and technical persons
who participated in live performances in the villages.

e Data was collected by personal observation of performances at
different locales (locations) on different occasions by
interaction with performers and spectators.

e The secondary sources are profusely used, if found authentic, to
supplement primary data.

e During this exercise, maximum care has been taken to verify
their authenticity for analysis.

1.8 The primary data for the present study includes-
e Documentation of different Dasavatari Nataka performances.
e Observation of live performances at different places in Konkan
region of Maharashtra.
e Collecting literature i.e. books, reference articles related to
DaSavatara performances by different research scholars.
e A tape recorder was used to record information from the
performing troupes.
e A period of 2 to 3 days was spent in each village to interact
with different performing troupes.
1.9 Methodology

The efforts have been taken to explore and study the
representation of DaSavatara in the traditional Indian art forms of
painting, sculpture, literature, epigraphy and numismatics; handicrafts
such as puppets, printed fabrics, embroidery and also philately. These
findings have helped strengthen the study of the history of DaSavatara
as a Performing Art and its extension in the modern Cinema.
The documentation of the live performances of the Dasavatart Nataka
troupes supports the present study which is performance oriented.
Since the study in performance is a new area, the preference has been
given to the performance analysis method. The secondary sources are
profusely used, if found authentic, to supplement primary data,

therefore the arguments are enlarged on the basis of available data.
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During this exercise, maximum care has been taken to verify their

authenticity. On the whole, the current data collected from different

sources 1s used in this appraisal.

> A deeper study of the DaSavatari Nataka tradition.

(Infrastructure)

1) Process of DaSavatari Nataka Performance.

2) DaSavatari Nataka presentation.

e Purva-ranga

e Uttara-ranga

3) Aharya

e (Costume and Ornaments

e Make-up

4) The presentation structure-

e traditional way

e modern presentation

5) Textual sources for performance.

1)
2)
3)

» The description of different features and elements to
improve the texture of the presentation of DaSavatari

Nataka

Abhinaya aspect (Angika, Vacika and Aharya).

Aspect of Dance (Nrtta and Nrtya).

Aspect of Music (Style of music and instruments).

The process of data collection

The primary data for the present study was collected from
February 2012 to November 2013. During this period, extensive

travel was undertaken to different places in Maharashtra.

Though, Maharashtra has lost its original classical dance or drama

tradition today, it certainly has the necessary cultural, musical and

literary base for the DaSavatart Nataka. This author as a classical

dancer, taking inspiration from the culture of Maharashtra feels



hopeful and has faith that Maharashtra can evolve a new ‘dance-
drama’ mode of traditional Nrtya-Nataka. As we have seen this
happening in Bhagavata Mela of Tamil Nadu and Yaksagana of
Karnataka, the Dasavatari Nataka can be moulded for the future
presentation to the status of receiving official recognition as a
classical theatre form of Maharashtra and thus enrich the great art
traditions of this land.

The research data is presented in three different parts consisting of
several topics.

Section-I

1. INTRODUCTION

1.1 Purpose of the study, 1.2 Dasavatara of Visnu, 1.3 Scope of study
in ancient literature, 1.4 Dasavatara as a religious theme for the
Dasavatari Nataka of Maharashtra, 1.5 Survey of research work done
in Dasavatart Nataka of Maharashtra, 1.6 Limitations of the Study,

1.7 Aims of the Study, 1.8 Objectives, 1.9 Methodology

2. DASAVATARA IN INDIAN CULTURE

2.1 Dasavatara in the ancient Literature, 2.2 Alternative list of
Dasavatara, 2.3 DaSavatara - Indian Paintings and Epigraphic
evidence, 2.4 Motifs related to DaSavatara on Indian Coins, 2.5
DaSavatara sculptures, 2.6 Hand gestures for the DaSavatara, 2.7

Philatelic collection of Dasavatara, 2.8 Films and Multimedia

Section-II

3. SIMILARITIES IN THE CONCEPT OF EVOLUTION AND
DASAVATARA.

3.1 Similarities in the concept of Dasavatara and modern Geology, 3.2

The Sﬁligrﬁma, 3.3 Rudraksas



Section-III
4. ELUCIDATION OF DASAVATARA IN LITERATURE
4.1 Introduction, 4.2 DaSavatara and Indian Saint Literature, 4.3

DaSavatara Compositions in Marathi.

5.DASAVATARA IN INDIAN DRAMA

5.1 Origins of Indian Drama, 5.2 Shadow Puppets, 5.3 Theatre in
India, 5.4 DaSavatara mentioned in Indian Dramatic Treaties, 5.4
Traditional Theatre in India, 5.5 Elucidation of Dasavatara in Bhakti

Literature

6. DASAVATARA DANCE-DRAMA TRADITION OF
MAHARASHTRA

6.1 Introduction, 6.2 Background of Dasavatara, 6.3 DaSavatara
Nataka performance traditions, 6.4 Present-day performance structure

of Dasavatara, 6.5 Elements of Natya$astra in Dasavatara Nataka

CONCLUDING REMARKS
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CHAPTER-1

INTRODUCTION

1.1 Purpose of the study

Indian dances and music are world—renowned. It serves merely not as
a medium of entertainment but it is a powerful medium to feel and
express human emotions.

Culture is that complex whole which includes knowledge, belief, art,
morals, law, custom and any other capability acquired by man as a
member of society. An important feature of Indian culture is its deep
sense of continuity.

Maharashtra is a store house of variegated traditions of artistic dance
and music. The evidence like literature, sculpture, inscriptions, etc.
reveals that the antiquity of such dance and music goes back to the
time of Bharata’s NatyaSastra (200BCE to 200CE). In Maharashtra we
do not have any living tradition of a classical dance developed in the
local environment, “Dance and Music were a part of the everyday life
of the people in medieval Maharashtra and the music and dance were
performed according to the old texts”'. The latter half of the 14"
century Maharashtra had to bear the brunt of the direct onslaught of
the foreign invasions. In Maharashtra the first opposition to the
Islamic invasion came in the 16™ century, under the command of
Shivaji Maharaj. The old forms of devotional plays like DaSavatara,
Jagara, Lalita, and Gondhala continued to be performed uninterrupted
as a part of the temple festivals. Goa at the extreme south of

Maharashtra also offered shelter to Natya traditions.

! Bhide Sucheta, “Natya Tradition in Maharashtra”, Dances of India, Vivekanada Kendra
Patrika, Kanyakumari, Tamil Nadu, India, Issue- June 2010, As reported in
http://prakashan.vivekanandakendra.org/ PP.184


http://prakashan.vivekanandakendra.org/

In Indian mythology the ten incarnations of Visnu are collectively
known as DasSavatara. Dasavatara Dance-drama, a distinct expression
under the umbrella ‘DaSavatari Nrtya-Nataka’ enduring over almost
four centuries as a ritual pursuit, is a significant contribution that

Maharashtra has made towards the panorama of theatre-dance in India.

Da§avatara is most popular performing folk art of Maharashtra which
has fragrance of the soil and soul of Konkan. DaSavatara is also a
religious Nrtya-Nataka portraying the stories of various incarnations
of Lord Visnu. Originating in the early Vedic literature, the concept of

the DaSavatara seems to have taken concrete form in the Gupta Period.

The tradition of showing the ten incarnations of Visnu on the stage
seems to have been quite an ancient tradition as elucidated by the
codification of the DaSavatara hastas (the hand-gestures for ten
incarnations) in NandikeS§vara’s Bharatarnava and Abhinaya

Darpanam.

The credit of evolving a full-fledged DaSavatara dance- drama goes to
Konkan and the regions around it. Some people believe that this
dance- drama has evolved from Yaksagana, while others consider it, to
have emerged from Bhagavata-Mela Natakas. Many actors believe that
Dasavatara is originally a dance form of Kerala and they worship a
deity of the Walaval region in Kerala. Whatever the source maybe, the
form was introduced to the Konkan region in Maharashtra in the year
1728 C.E. by a brahmana kirtanakdra. Developed in the 18 century
C.E., the DaSavatara plays have influenced the form of Sangita
Natakas, combining elements of mimicry, masquerade, and pageantry.

The performers of Dasavatara were generally inherent actors, all male.

In this research, the efforts have been taken to explore and study the
representation of DaSavatara in the traditional Indian art forms of

painting, sculpture, literature, epigraphy and numismatics; handicrafts



such as puppets, printed fabrics, embroidery and also philately. These
findings have helped strengthen the study of the history of Dasavatara
as a Performing Art and its extension in the modern Cinema. The
books based on social history, heritage and folklore were also studied.
The internet parallels of the DaSavatara were also sought to get the
clear evidence of the subject. At the same time, the objective of this
research has been to investigate transforming notions of the
DaSavatara dance-drama in general and its uniqueness.

This research is particularly of the purpose of bringing out the
importance of the DaSavatara dance-drama culture in Maharashtra
and to showcase its antiquity.

Field Work-

It deals purely with the investigation of theatrical performance
changes that occurred during the modern age. In order to understand
the changes that occurred in theatre realm, emphasis has been given to
the changes that occurred culturally through the ages.

This work is the outcome of conceptual and art historical research,

focusing on the potential of an articulation of the cultural landscape.

1.2 Dasavatara of Visnu

The scriptures speak of the ten avatdra of Lord Visnu, who protects
the earth by incarnating Himself in the different forms and save the
Universe. That means the avatara is meant to establish dharma and to

save the mankind.

The ten Incarnations of Lord Visnu:
1. Matsya

Kurma

Varaha

Narasimha

Vamana

A

ParaSurama



7. Rama

8. Krsna
9. Buddha/ Balarama
10. Kalki

Buddha is sometimes mentioned as the ninth incarnation of Lord
Visnu but this is a much later addition in many versions of the
mythology. Balarama is considered as one of the DaSavatara in South
Indian traditions, and Buddha is not considered as part of this list. In
Maharashtra and Goa, Vithoba's image replaces the traditional
representation of Krsna. The Kalki avatdra is the last incarnation and

He is yet to appear.

1.3 Scope of study in ancient literature

Puranas are related to the avatara of Lord Mahavisnu. To punish the
demons and to save the universe, time and again Lord Visnu
incarnates himself in the various avatara. God takes three kinds of
incarnations such as avatara, avesa and arisa. That which has power
only for the time being is avesa; the partial incarnation is amsavatara
and that which has full power is called avatara. The incarnations of
Visnu are countless. They were assumed by the Lord for saving the

world and for the restoration of ideals and morals among mankind.?

The list of the DaSavatara of Mahavisnu is included in the Garuda
Purana’® (1.86.10-11) and denotes those Purana avataras, most

prominent in terms of their influence on human society.

The ten avatara are categorised as ’lila-avatara’. The first four
avatara appeared in the Satya Yuga. The next three avatara appeared

in the Treta Yuga, the eighth incarnation in the Dwapara Yuga and the

* Kalyana magazine: Avatara Kathanaka-“Avatar ki sarthakata aur uska rahasya”, Geeta
press Gorakhapur, 2007, First edition, PP.67-68.
* Gariida Purana, Dutta M.N., Cosmo Publications, (1908), New Delhi.



ninth Buddha in the Kali Yuga. The tenth is predicted to appear at the
end of the Kali Yuga. Also according to the Visnu Purana and
Bhagavata Purana, the Kali-yuga will end with the manifestation of

Kalki-avatara and will establish a new Satya Yuga.

Matsya avatara- Lord Visnu appeared in the form of a Fish.

Kurma, avatara- Lord Visnu appeared in the form of a

Tortoise.

Varaha avatara- Lord Visnu appeared in the form of a wild
Boar.

e Narasimha avatara- Lord Visnu appeared in a Man-Lion form.

e Vamana avatara- Lord Visnu appeared in a Dwarf form.

e ParaSurama avatara- Lord Visnu appears as a man with an axe.

e Rama avatara- Lord Visnu appeared as a prince of Ayodhya.

Krsna avatara- Lord Visnu appeared as a Cowherd.

o Kalk avatara is expected to appear in the Kali Yuga.

Adoption of Buddha as one of the avatara of Visnu under
Bhagavatism is believed to be crystallized during the Gupta period
330-550 C.E. Thus Mahayana Buddhism is sometimes called Buddha-
Bhagavatism®. It is commonly accepted that the concept of the ten

avatara of Visnu was fully developed by this time.

The evolution of historical Visnuism produced what is now a complex
system of Vaisnavism, which involves the worship of Lord Visnu,
Narayana, Vasudeva and Krsna which is developed by the time of

Bhagavat Gita (4™ ¢. B.C.E to 3rd c. C.E.).

Twelve Alvars are saints of South India, who spread this system of
Vaisnavism with their devotional hymns. They did not list the avatara

of Visnu (i.e. Andal), nor did they mention Krsna to be an avatara.

* As reported in http://screeninggod.blogspot.com/2012/05/information-collection-
dasavatar


http://screeninggod.blogspot.com/2012/05/information-collection-

Their poems in praise of Visnu and Krsna in Tamil language are

collectively known as Nalayira Divya Prabandha.

From all this it would be clear that the concept of Dasavatara occupies
an important place in the puranic literature and also plays an
important role in the study of ancient culture from several points of
view.

The scope of this study is extremely vast, wide and varied. The main
references are taken from Sanskrit texts. The stories of Dasavatara can
be interpreted differently. Similarly, there might be more than one

perspective behind every classic work.

1.4 DaSavatara as a religious theme for the Dasavatari

Nataka of Maharashtra

Lord Visnu manifested himself in various incarnations, called avatara.
The Ten incarnations of Visnu i.e. DaSavatara of Visnu are very
popular and these are the important topics for the Indian Cultural Art
forms. As we know that the stories of DaSavatara can be interpreted
differently, the avatdra stories which are commonly used in the dance-

drama presentations are discussed here.

» Matsya, The Fish form is the first incarnation of Visnu. Lord
Visnu took the form of a fish and slayed the demon Sankhasura.
He also saved the Vedas, and the king Satyavrata from the
deluge. This incarnation was taken by the Lord to preserve life
and religion for the next cycle of Creation. This avatara is
presented in the first part of the DaSavatar1 Nataka of
Maharashtra.

» Kiurma, The turtle form is the second incarnation of Visnu. Once
in order to get the nectar, the devas and the asiiras started
churning the ocean and they used the mount Mandara as the

churning staff. The mount Mandara suddenly started to sink and
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at that time Lord Visnu took the form of a huge turtle and took
the weight of the mountain on His back. This incarnation is not
portrayed in the DaSavatart Nataka.

» Varaha, the wild Boar incarnation is the third incarnation of
Lord Visnu. He appeared in order to defeat a demon
Hiranyaksa, who had abducted the Earth (Bhumidevi) and
carried it to the bottom of the cosmic ocean. The battle between
Varaha and Hiranyaksa is believed to have lasted for many
years, which the former finally won. Varaha saved the Earth
from the demon Hiranyaksa and restored it to its place. The
story of Varaha avatara is very interesting and generally
portrayed in many other dance-drama forms. In DaSavatari
Nataka this incarnation is explained by Sutradhara.

» Narasimha, The Man-Lion form is the fourth incarnation of
Visnu. When the demon HiranyakaSyapu acquired a boon from
Brahma, which gave him inordinate power, Lord Visnu
appeared in the form of man-lion, having a human-like torso
and a lower body, but with a lion face and claws.
HiranyakaSyapu could not be killed by human, deva or an
animal, Narasimha is neither one of these, as he is a form of
Visnu incarnate as a part-human and part-animal. Narasimha
appears from the starmbha, when it is sandhikalam (neither day
nor night) on the threshold of a courtyard of the palace, and
kills the demon with his sharp nails.

» Vamana, once king Bali, through his penance defeated Indra,
and humbled other gods. He ruled over the three worlds. All the
gods went to Lord Visnu and asked for the protection. Lord
Visnu in the form of Vamana appeared before king Bali when he
was making a great religious offering. Bali was extremely
pleased and promised to grant the boon of three tiny steps.
Vamana stepped over heaven in the first stride and the earth in

the second stride. Visnu asked Bali to indicate where he should



place his third step; but Bali was unable to reply. He replied that
he had no intentions of deceiving Lord Visnu and that Visnu can
place His third step on his head. This episode is also not shown
in the traditional Dasavatari Nataka of Maharashtra.

» ParaSurama, a Brahmin, the sixth avatara of Visnu, is the son of
Jamadagni and Renuka. He received an axe after undertaking a
penance and by pleasing Siva. Paraurama is said to be a
"Brahma-Ksatriya" (with the duties between a Brahmana and a
Ksatriya). One day when a king Kartavirya Arjuna
(Sahasrarjuna-purportedly with a thousand arms) and his army
was out hunting, they chanced to visit the hermitage of
Jamadagni, a Brahmana sage, who was able to offer plenty of
food to Arjuna and his army with his divine cow Kamadhenu.
Discovering that Kamadhenu had been the reason for
Jamadagni’s wealth, Arjuna carried off the cow and took it back
with him to his capital. He also devastated the ashrama. At the
time of this incident ParaSurama had been absent from the
ashrama, but when he returned back he was furious and set out
to attack the king. ParaSurama killed the king's entire army and,
also killed the king with his axe. As revenge, ParaSurama killed
all the sons of Sahasrarjuna. This episode is presented in the
Dasavatari Nataka and the actions highlight ParaSurama’s
warrior characteristics.

» Rama, is a hero of the epic Ramayana and is known as an ideal
King of Ayodhya. Rama defeated and killed the demon king
Ravana. The battle between Lord Rama and the king of Lanka
is one of the most important parts of the Dasavatart Nataka.
Which is generally the last episode enacted on the last day of
the performance. This episode ends when Sita offers a garland
to Rama.

» Krsna is included as the ninth avatara in some versions of the

DaSavatar1 Natakas. Lord Krsna is among the most commonly



worshipped deities in the Hindu faith. He is an important
character in the epic Mahabharata. He is also known for his
bravery in destroying evil powers throughout his life. Krsna is
usually depicted with the flute (murali) in His hands. Krsna is
portrayed in the TamaSa performance while performing the
gaulan dance. In Dasavatari Nataka of Konkan, Krsna avatara
is generally not portrayed but the uttara-ranga part has

Krsnavatara story in the dahikala or Jatra performance.

Balarama, Buddha and Kalki avataras are not portrayed in the

Dasavatari Nataka of Maharashtra.

1.5 Survey of research/ work done in Da§avatari Nataka

1.5.1 DaS§avatara workshops:

A workshop was organized in Lok-Kala Academy from 21st to
23rd March 2007. The workshop was successfully conducted by
Bhau Desai of Malavani tradition (dhaikala) and his three group
members who are renowned traditional DaSavatari artists.
Students showed their keen interest in warrior dance, traditional

costumes and make-up’.

Another workshop organized by University of Pune, Lalit Kala
Kendra, in October 2013, to discuss about the guidelines of
DaSavatara Dance-Drama. The workshop was conducted by Dr.
Tulasi Behere of Malavani tradition (dhaikala) and his group
members. Several senior and junior students of Drama
participated in the Workshop and expressed keen interest to

know about musical structure, costumes and make-up.

> As reported in http://www.mu.ac.in/arts/finearts/lokkala/


http://www.mu.ac.in/arts/finearts/lokkala/

1.5.2 Research oriented studies (unpublished documents/ research
work)

e Mr. Chintamani T. Khanolkar, a prolific Marathi novelist, short
story writer and playwright, wrote under the pen name Arati
Prabhu, and gave a new dimension and vigour to the Marathi
theatre. Khanolkar worked intensively to study the traditions of
Dasavatara Nataka of South Konkan and later worked on the
folk literature of Konkan region®. Inorder to study the
foundations of the Dasavatara folk form, Mr. Khanolkar toured
the districts of South Ratnagiri and watched DaSavatara
performances for the purpose of recording and scripting. He
interviewed the artists and made a study of their costumes,
instruments, and their music and carefully documented his
observations.

e Dr. Pramod Kale, a Sanskrit, Marathi and Hindi Scholar,
specialised in the field of Indian drama and made two short
films in colour - ‘Khele’ and ‘Folk Performances in Pinguli’
and has published books on drama and the theatre. He focused
on the research into “the process of culture change as evidenced
in the interaction between the traditional cultural forms on the
mass media in an Indian state”. The Fellowship (Homi Bhabha
Fellowship 1972-74) project enabled Dr. Kale to return to his
field of specialisation - theatre research on traditional village
performance in Maharashtra. Dr. Kale visited Universities of
Bombay and Pune for obtaining unpublished manuscripts of
some of the traditional plays-scripts of the DaSavatara and
vagi’. He toured places like Jawhar, Alamsar, Daman and Goa
and interviewed practitioners in the field of traditional

theatrical folk forms, particularly the three popular and

® As reported in peep/.com/people/aarti-prabhu
7 As reported in www.tuugo.in/companies/
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widespread folk forms of Maharashtra, namely the Tamasa, the

Thakar and the Khele from various localities in Ratnagiri

district.
A senior scholar and researcher Mr. Vijay Fatarpekar has studied
the traditional dance- drama Yaksagana from a senior guru and
scholar Dr. Shivarama Karanth. He worked on the presentation of
Raja Sarfoji’s dance-drama compositions from the book
‘Korvyace sahitydce jinnasa’, which was written around 1800 c.
C.E. While working on the technical aspects he tried to use
mixture of the Yaksagana and DaSavatara presentation structure
for the said dance-drama®. He also worked with Naik
Mochemadkar Dasavatara troupe and presented some standard
natakas. He strongly believes in the flavor of the folk culture
which is the beauty of the DaSavatari narakas of Maharashtra.
Dasavatara of Visnu: History, Concept and Social Perspective

by Hazarika Papori

Ms. Hazarika Papori submitted her M. Phil dissertation’ to Nehru
institute of Social Sciences, Tilak Maharashtra Vidyapeeth, Pune.
In this thesis only the social perspective behind the idea of
incarnation is taken into consideration and DaSavatara concept is
considered as the basis of the study. The author has taken efforts to
study the purpose and importance of the social perspectives of
DaSavatara and to see how it would benefit the human race of the

21 century.

e ‘Dasavatara Nrtya va Silpa’ by Vidula Pharate
Vidula Pharate submitted her M.A. Indology dissertation thesis
(Nov.-Dec. 2011) to Tilak Maharashtra Vidyapeeth, Pune. In this

¥ Phatarphekar Vijaykumar, Karant Yakshagan Aani Dashavatara, Mauj Diwali, 2010,
Mauj Publication, Khatav Vadi, Girgao, Mumbai. PP. 87

’ Papori Hazarika: (1998-2000) Dasavatara of Visnu: History, Concept and Social
Perspective, M.Phil. Dissertation, Nehru Institute of Social Sciences, Tilak Maharashtra
Vidyapeeth, Pune-411037
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Dr.

thesis Dasavatara concept is considered as the basis of the study.
Here, she has taken efforts to study some DaSavatara sculptures
through the classical dance perspective. The author has taken into
consideration only the hand gestures used in the Kathak dance style
and has tried to relate some sthanakas also from Abhinayadarpanam
and Sangita Ratnakara.

‘Kokanacya DasSavatari Natakaci Smhita va Prayoga ani

Karnatakatila Yaksagana Nataka yanca tulanatmaka abhyasa’

by Dr. Tulsi Behere
Dr. Tulasi Behere submitted his Ph.D. thesis to the University of
Mumbai. This is most elaborated research work which covered the
existing tradition of Malvani DaSavatari (dhaikala) dance- drama
tradition in Maharashtra and also the comparison of the Yaksagana
and DaSavatara both together. It covers several details of the
DaSavatar1 Nataka (dhaikala), details such as the repertoire and the

technical structure etc.

Tulasi Behere claims that

- The Dasavatart Nataka or Dahikala has a specific style of
presentation.

- It is a form of Vidhinatya. DaSavatara is one of the religious
drama forms of south Konkan, Maharashtra.

- In DaSavatari1 dance-drama as the name indicates, all the ten
avatara are brought on the stage one after another and the
episodes connected with the major incarnations are presented
elaborately.

- The credit of DaSavatari Natya presentation and tradition has to
be given to the Gore bandhu and group of Walaval and not to
Shyamji Naik Kale.

- The tradition of staging DaSavatari Natya and the antiquity of

such drama and music goes back to the 16" century C.E. and

12



the structure of this dance-drama form is totally different from
the structure of the DaSavatart Natya of Shyamji Naik Kale.

- DaSavatari petara has a religious importance and is a symbolic
representation of the traditional cultural values of the Konkan
region.

- He has explained the religious importance of Dasavatart drama.

e “Vividha BhaSetila Da§avatara racanance sankalana wa
racanakarancya drtikonatuna sankalpanevaril vivecana” by
Gauri Kale

Gauri Kale submitted her M.A. dissertation thesis to Shri Balamukund
Lohia Center of Sanskrit and Indological Studies, Tilak Maharashtra
Vidyapeeth, Pune. (June-2010) The concept of DaSavatara is
considered as the basis of this study. In this thesis the popularity of
different compositions based on DaSavatara theme has taken into
consideration. The author has taken efforts to study and collect the
DaSavatara compositions in different Indian languages and to see how

it would benefit the classical dance students.

1.5.3 Book Reviews-

Here, some book reviews of scholars and some articles found on the

Dasavatara dance- drama are given.

1. Seven Secrets of Vishnu by Devdutt Pattanaik
Mr. Devdutt Pattanaik has compiled different stories related to Visnu
and DaSavatara. He also describes different symbols and rituals related
to the DaSavatara. The author states that the stories of Visnu
communicate the Hindu worldview from the point of view of the

householder.
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2. Darwinian Dasavataras by Vinod M.K.
Mr. Vinod has mentioned the scientific view of DaSavatara in his
article ‘Darwinian Dasavatara’. He states that the Dasavatara seem to
have given us the theory of Evolution. He has shown the gradual
development of DaSavatara in relation to the evolutionary

developments of animal kingdom.

3. Gulamgiri by Jyotirao Phule
Jyotirao Phule, ‘Slavery’ (Translated by Barrister P. G. Patil)
Here, Jyotirao’s views about DaSavatara, their origins and the stories
with his own interpretation are expressed. The book has been divided
into sixteen parts and it is in a Ballad format with three abharngas. It is
titled "Brahma, Aryalok".
According to him all these stories have taken place one after the other

but he does not provide a chronological sequence of the same.

4. Vidhinatya-Bhaktinatya Bhandar-Buka by Dr. Prakash
Khandge

The author has discussed the topics related to vidhi-natya and bhakti-
natya of Maharashtra. He has taken efforts to throw some new light on
the traditional knowledge of rules and regulations related to practices
of DaSavatara dance-drama. In this book the author intends to
highlight the devotional aspect of different MaharaStrian traditional
dance and dance-dramas. While narrating these regional variations,
Dr. Prakash Khandge succeeds in finding the similarities in structure

and form of the traditional performing art.

He says, “HTaTdd Hod, F&TIMMA, oTdld, GRGdR, A, sigear ar
g sfFaavery Fuadel A el srEEde AR,
g edicar HYUAT g HFdcd WUUHALY iel, H@AC Tigar
AT 33X Ted.”
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Dr. Prakash Khandge opines that the traditional piirvararnga part of the
Dasavatara Nataka which portrays Matsyavatara and Sankhasura is
now performed only in the ritual temple presentations. It has become
more entertaining. This statement of the author is valuable and helpful

guideline for the present research.

Interestingly Dr. Tara Bhavalkar in her book ‘Yaksagana ani Marathi
natya parampara’ has stated that Shyamji Naik Kale, first staged
DaSavatara play at Adivare village in 1728C.E. he brought this
DaSavatara Nataka from Karnataka as a source of the ‘Dharmika vidhi’
(religious worship). She further states that Shyamji Naik accepted this
Vrata (vow) and brought the Petara to Maharashtra. This is the
Prasadaca Petara of Konkan Dasavatart mandali which belongs to the

Walavalkar (Devali) group'.

5. Lokanatyaci Parampara by V.K. Joshi
This book includes detail information about the repertoire, and the
technical structure of the folk dances and dramas of Maharashtra. It is
really elaborate in the sense that it covers several details of the

different folk- forms of Maharashtra.

Here, the author has described in brief the different folk- forms of
Maharashtra including Dasavatara. V.K. Joshi has taken efforts for an
intensive work and critical study of the data related to the traditional
Dasavatara dance-drama. He has commented on some important points
like general structure of DaSavatari Nataka, Presentation, History, and
the script of DaSavatar1 Nataka of Goa and south Konkan region,
Gaulankala etc. While commenting on the development of the regional
dance-drama forms and the emergence of the DaSavatara dance-drama,
he has mentioned the Dance-Drama culture prevalent in the times of

Ramdasa. Thereafter, V. K. Joshi states that the DaSavatara dance-

' Prakash Khandge, Vidhinatya-Bhaktinatya Bhandar-Buka, 1% edition, 2012, Publisher:
Maitreya prakashan, Vile-Parle (east), Mumbai-57. PP. 153.
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drama never received ‘“that much attention” in Maharashtra after
Ramadasa. According to V.K. Joshi, the exact period, of the original

dance-drama cannot be specified.

6. Marathi Rngabhuimicha Itihasa by Yashavant Gangadhar Lele
The author has taken efforts to study the origin and history of the
Marathi drama. He has mentioned the themes of some Tanjavur
Da§avatari Bhagvata Dramas. In first part of the book he has explained
the tradition of Marathi drama and culture in detail and also described

the themes and stories of different dramas.

7. Lokaganga by Sadananda Rane
In this book the author discusses different folk- cultural forms of
Maharashtra. In this book the author does not give a systematic
explanation about the devotional nature of the Dasavatari dance-
drama tradition (dhaikala), but he refers to the Malvani traditional
style (dhaikala) of presentation and gives details of the present day

performance structure in his work.

e Published Articles

1] ‘Daksina Kokanaca DaSavatara’ by Sawant Vasanta, Nadabrahma
edited by Sarojini Babar, Published by Maharashtra Government
Press, 1995, first edition.

2] ‘Dasavatara’ by Mandavakar Bhau, Nadabrahma edited by Sarojini
Babar, Published by Maharashtra Government Press, 1995, first
edition.

3] ‘Karant Yaksagana ani DaSavatara’ by Phatarpekar Vijayakumar,
Mauja Diwali Edition, 2010.

4] ‘Kokanatil DaSavatari- Khela urfa adya Marathi Rangabhiimi’ by
Jadhav Lakshmanarao. (59" Akhil Bharatiya Marathi Natya
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Sammelana, Sawantawadi, Published by Sahitya SamSodhan Mandal,
Indur.) December, 1978.

5] ‘Malavani Mulukhatila Dahikalyacya Athavani’ by Athalekar
Harihar, Tarun Bharat, Belgao, 1983.

6] ‘When the Gods Get on to the Stage, Dasavatara’ by Bapat
Ashutosh, Maharashtra Unlimited Vol.2, Oct.-Dec. 2013.

The traditional drama forms, though, keep changing from region to
region. We do find some common links and influences between one
another. There are many scholars, who have studied the Dasavatara in
different views on the basis of different subjects like sculptures,
paintings, evolutionary development and Hinduism. Some have
studied the regional manifestations of typically Indian dance- drama
culture and the DaSavatara dance-drama of Maharashtra. While tracing
the antecedents of this glorious tradition, the efforts have been made
to find out what might have been the reason behind the changes that
occurred in the performance through the ages. No one has tried to find
out the reasons, behind transforming notions in the presentation of the
Dasavatart Nataka. That is the reason for undertaking an in-depth
study on the DasSavatara in Indian culture and its continuity in the
tradition of the DaSavatari Nataka of Maharashtra. Here, efforts are
taken to investigate different styles and the uniqueness of the

Dasavatari Nataka of Maharashtra.
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1.6 Limitations of the Study

Here the study of the DaSavatara is undertaken from the point of view
of the dance-drama culture only. So the scientific, sociological and
religious topics are not dealt with in detail due to the limitations of the
thesis. Only selective references of DasSavatara found in ancient
literature and sculpture, could be chosen, at the cost of eliminating
several valuable once from our vast wealth of Indian Art-Culture.

The stories of DaSavatara are not yet proved historically or
archeologically. Therefore the main constraint in the study of this
topic is that the researcher has to depend on the secondary data such
as Sanskrit and other text material, the study conducted by different
scholars and the recent documentation of the live performances and

the interviews of Dasavatart artists from different troupes.

1.7 Aims of the Study

e Firstly, the objective of the study is to find out the importance
of the relationship of Indian culture and the concept of
DaSavatara, which is frequently used in different Indian art
forms from time and again.

e To find out what the philosophers and religious teachers of
medieval period wanted to convey to the society through the
theory of DaSavatara and its impact on the art and culture
particularly of Maharashtra region.

e To find out that the concept of Dasavatara was set forth for the
society as a code of morals with the elements of bhakti or just
as entertainment.

e Finally, this study focuses to create an awareness of the
precious art form, DaSavatara of Maharashtra to give a new
artistic perspective for the common viewers as an elevated form

of entertainment.
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1.8 Objectives

The present investigation is an attempt to understand the present

day Dasavatara dance- drama tradition in Maharashtra.

1.8.1 The following are the specific objectives of the study:

To understand the background of Dasavatara performances.

To know the origin of DaSavatart Nataka performance tradition.
To study and understand the present day performance of
Dasavatara.

To focus the Dasavatara Dance-drama performance structure

(folk, traditional, classical).

1.8.2 In view of the above objectives set for the present study, the

data has been collected through an independent method of

analysis:

Literature survey: Textual sources for DaSavatar1 Nataka
performance and personal interviews.

Study of the books, published articles of regional research
scholars written in Marathi and English for Dasavatara
performances.

Personal interviews with scholars, artists and technical persons
who participated in live performances in the villages.

Data was collected by personal observation of performances at
different locales (locations) on different occasions by
interaction with performers and spectators.

The secondary sources are profusely used, if found authentic, to
supplement primary data.

During this exercise, maximum care has been taken to verify

their authenticity for analysis.
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1.8.3 The primary data for the present study includes-

e Documentation of different DaSavatari Nataka performances.

e Observation of live performances at different places in Konkan
region of Maharashtra.

e Collecting literature i.e. books, reference articles related to
DaSavatara performances by different research scholars.

e A tape recorder was used to record information from the
performing troupes.

e A period of 2 to 3 days was spent in each village to interact

with different performing troupes.

1.8.4 Outlines of the Documentation

e The present study is of a performance related subject. Therefore
special attention has been given to photographic and video
documentation for getting reliable and accurate visual
information.

e Photographs were taken of all specified Dasavatari troupes.

e Only a few performances were documented due to financial
constraints.

e Emphasis has been given on the changes that occurred in

performance text through the ages.

1.9 Methodology

After looking at the contemporary status of the DaSavatara
dance- drama, it was felt necessary to carry out an in-depth study of
the DaSavatart Nataka. In order to make the study systematic, certain
sections were thought of, before embarking the research, and relevant
material was classified according to the sections. The efforts have
been taken to explore and study the representation of Dasavatara in the
traditional Indian art forms of painting, sculpture, literature, epigraphy
and numismatics; handicrafts such as puppets, printed fabrics,

embroidery and also philately. These findings have helped strengthen
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the study of the history of DaSavatara as a Performing Art and its

extension in the modern Cinema.

The documentation of the live performances of the Dasavatart Nataka
troupes supports the present study which is performance oriented. In
view of the above objectives set for the present study, the data has
been collected through different sources. Since the study in
performance is a new area, the preference has been given to the
performance analysis method. The secondary sources are profusely
used, if found authentic, to supplement primary data, therefore the
arguments are enlarged on the basis of available data. During this
exercise, maximum care has been taken to verify their authenticity. On
the whole, the current data collected from different sources is used in

this appraisal.

> A deeper study of the DaSavatari Nataka tradition.

(Infrastructure)

1) Process of DaSavatari Nataka Performance.
2) DaSavatari Nataka presentation.
e Purva-ranga
e Uttara-ranga
3) Aharya
e Costume and Ornaments
e Make-up
4) The presentation structure-
e traditional way
e modern presentation

5) Textual sources for performance.

» The description of different features and elements to
improve the texture of the presentation of DaSavatari
Nataka
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> The process of data collection

- The primary data for the present study was collected from
February 2012 to November 2013. During this period, extensive
travel was undertaken to different places in Maharashtra.

- The tour covered both collecting literature i.e. Press articles,
documentation of different performances, and also personal
observations of live performances at different places in western
Maharashtra ( Konkan).

- Field work was done on different levels at different intervals in
the villages.

- Pilot investigation helped to standardize the mode of
conducting interviews.

- A period of three to four days was spent in each village to
interact with different members of the performing troupes. This
helped to finalize and standardize the interviews.

- The final investigation has been developed according to the

primary sources of the performances.

Though, Maharashtra has lost its original classical dance or drama
tradition today, it certainly has the necessary cultural, musical and
literary base for the DaSavatart1 Nataka. This author as a classical
dancer, taking inspiration from the culture of Maharashtra feels
hopeful and has faith that Maharashtra can evolve a new ‘dance-
drama’ mode of traditional Natya. As we have seen this happening in
Bhagavata Mela of Tamil Nadu and Yaksagana of Karnataka, the
DaSavatar1 Nataka can be moulded for the future presentation to the
status of receiving official recognition as a classical theatre form of

Maharashtra and thus enrich the great art traditions of this land.
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CHAPTER- 2

DASAVATARA IN INDIAN CULTURE

2.1 Dasavatara and Ancient Literature

Lord Visnu manifested himself in various incarnations are
called avatara. Lord Visnu assumed ten different forms for the
destruction of evil or restoration of faith in the mortal world, are very

popular and also important topics for the Puranas.

Vaisnavism is one of the most important of the brahmanical cults in
India which is centred on Visnu, but this Visnu was not identical with
the Vedic God Visnu. In Rgveda' Visnu is not mentioned as one of the
major gods. He is mentioned in the ancient texts as Trivikrama, (he of
the three strides) these three steps in course of time developed into the
myth relating to the dwarf incarnation of the puranic Visnu (the fifth

one, Vamanavatara, in the stereotyped order in the list of Dasavatara).

The special character of the puranic god as the preserver and
benevolent deliverer is also outlined in the Vedic texts. In the epic and
Puranic age Visnu is regarded as the most influential member of the
pantheon. The concept of DaSavatara got transformed from time to
time in the process of systematisation of the beliefs. The term avatara
or Vibhavas (i.e. incantatory forms) is applied to the act of the god
coming down in the form of a man or an animal or as man-animal to
the earth and living there in that form till the purpose for which He
had descended to the earth was fulfilled. The Indian ideology about
avatara of the Divine Being is, however briefly but clearly expounded
specially with reference to the god’s human incarnations in two verses

of the 4" canto of the Bhagvadgita.

! Macdonell A.A. : A vedic Reader for Students, (Rgveda PP.122; A.V.,7.26,4), Oxford,
1917.
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“paritrandaya sadhunam vinasayaca duskrtam

92

dharma samsthapandrthaya sambhavami yuge yuge

“The Supreme God Lord Mahavisnu Himself adored by the Vedas
took innumerable incarnations to destroy the evil and protect the

good”. (Bhagavata Gita 4.7-8)

The Bhagvadgita passage explains the ideology wunderlying the
Avatarvada in Hindu thought. It does not specify the number of the
Divine incarnations. Some later texts like the Pancaratra School, have
tried to fix the number of the avatara, which gradually came to be

stereotyped.

Here, A brief reference to a few of the epic, puranic and Pancaratra
passages enumerating the various incarnations will be useful for

understanding of the Dasavatara concept.

2.1.1 Puranas

Puranas mean ancient stories. All the major Puranas are in Sanskrit
language and therefore it can be assumed that they must have been
written after the second century C.E. Puranas are supplementary
explanations of the Vedas. According to tradition or belief, the
Puranas were composed by Vyasa at the end of Dwapara Yuga.
Traditionally it is said that there are eighteen Maha-Puranas and
eighteen Upa-Puranas. Each Maha-Purana lists eighteen canonical
Puranas. In their present form they are not very ancient, none going
back earlier than the Gupta period and all containing interpolations,
but most of their legendary material belongs to the Vedas. Here, we
cannot catalogue the great mass of religious and philosophical
literature of Vaisnavism, some of which will be mentioned in the

following chapters of the thesis.

2 Srimadbhagavadgitﬁ, Marathi translation, Geeta press, Gorakhpur, 1989, sixth edition,
PP.112-113.
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e Some of the listed Puranas and their possible dates are as
follows:
1. Visnu Purana (4" ¢.C.E.), 2. Brahmanda Purana (4" ¢.C.E.), 3. Vayu
Purana (5"C.C.E.), 4. Bhagvata Purana (6/7"C. C.E.), 5. Karma
Purana (7"C. C.E.), 6. Agni Purana (8"C. C.E.), 7. Narada Purana
(10"C. C.E.), 8. Brahma Purana (10"C. C.E.), 9. Garuda Purana
(10™C. C.E.), 10. Skanda Purana (11/12"™ C. C.E.), 11. Padma Purana
(12/15"C. C.E.), 12. Visnu Dharmottara Purana, 13. Narasirhha
Purana, 14. Vahni Purana, 15. Siva Maha Purana, 16. Devi Bhagvata
Mahapurana, 17. Brihaddharma Purana, 18. Narayana Purana, 19.
Markandeya Purana, 20. Bhavisya Purana, 21. Brahma Vaivarta
Purana, 22. Linga Purana, 23. Varaha Purana, 24. Vamana Purana, 25.

Matsya Purana and many more.

There are many other Puranas of recent origin. The oldest Purana is
believed to date back to 300 C.E., and the most recent ones to 1300-
1600 C.E. All the Puranas seem to have been revised at a later date.’
The Puranas have been composed at different times and many scholars
opine that they are compiled by many hands between the 4™ and the

16™ centuries C.E.

e Visnu Purana
The Visnu Purana is one of the eighteen Mahapuranas. It is considered
one of the most important Purana and has been given the name Purana
ratna (gem of Puranas). It is presented as a dialogue between ParaSara
and his disciple Maitreya. The Visnu Purana is divided into six
different parts. It discusses the stories of battles fought between asuras
(demons) and devas (gods), the avatara of Visnu and their genealogy

and stories of legendary kings.

The text starts with detailed stories of creation and introduces the

concept of four yugas, an elaborate story of the Samudra Manthana, or

* Dixitar V.R.R. : Purana —Index, R. Shrinivasan, Madras, 1951, first edition
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the churning of the ocean. The famous story of Hiranyakasyapu and
Prahlada is discussed in the next chapter. The sixth section discusses
the Kali age, the concepts of universal destruction and the importance

of the Puranas in general.’

e Bhagavata Purana
The Bhagavata Purana (BP) has been placed at different dates by
scholars. Traditionally it is accepted from 3000B.C.E. to 400 B.C.E.
and even as late as 1000c. C.E. It includes myths about all ten of

Visnu’s avatars.

As many as forty avatars of Visnu are mentioned in the Bhagavata
Purana. Though the book adds that the avatars are innumerable,
twenty-two avatars of Visnu are listed numerically in the first book.
Besides these, another four avatars are described®. The Bhagavata
Purana has its focus on bhakti (devotion) aspect. The Bhagavata

includes different stories of Visnu’s avatdra and the life of Krsna.

The tenth book of the Bhagavata which is dedicated to Krsna includes
the collection of stories about the life of Krsna. The Bhagavata Purana
is made up of a number of isolated stories, incidents and innumerable
episodes of Krsna’s life. In Harikatha performance the stories for
narration were taken mainly from the Bhagavata Purana. It also
contains references to the South Indian Alvar saints and it makes post
facts prophecy of the spread of Visnu worship in Tamil region (BP
X1.5.38-40).

The first book describes the ten avatars of Visnu.

“vathd jale saiijihate jalaukaso 'py udumbare va masaka mano-maye //
yvani yaniha ripani kridanartham bibharsi hi /

tair amrsta-suco loka muda gayanti te yasah //

namah karana-matsyaya pralayabdhi-caraya ca /

hayasirsne namas tubhyam madhu-kaitabha-mrtyave //

* Visnu Purana Editid by Gupta Munilal, Geeta press, Gorakhpur, 1990.
> Bhagavata Purana, Punendunarayana Simha, 2™ reprint,Geeta press, Gorakhpur , 1950
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akiiparaya brhate namo mandara-dharine /

ksity-uddhara-vihdaraya namah Sitkara-miirtaye //

namas te 'dbhuta-simhaya sadhu-loka-bhaydapaha /

vamandaya namas tubhyam kranta-tribhuvandaya ca //

namo bhrgunam pataye drpta-ksatra-vana-cchide /

namas te raghu-varyaya ravananta-karaya ca //

namas te vasudevaya namah sankarsandaya ca /

pradyumnayaniruddhaya satvatam pataye namah //

namo buddhaya suddhdaya daitya-danava-mohine /

mleccha-praya-ksatra-hantre namas te kalki-riipine // ....

»

(Bhagavata-Purana, Skandhas 1 - 12)°

Vayu Purana’ (Chapter 98), mentions the ten incarnations of
Visnu, of which the first three, Yajfia, Narasihha and Vamana are
celestial, the rest being his human incarnations; they are
Dattatreya, Jamadagnya Rama, DaSarathi Rama, Vedavyasa,
Vasudeva-Krsna and Kalki, the future incarnation. Here Buddha
is not included in the list and a few other avataras like Matsya,
Kirma and Varaha are replaced by Yajfia, Dattatreya and

Vedavyasa.

Gartuda Purana deals with astronomy, medicine, grammar, and
gemstone structure and qualities. Garuda Purana contains the list
of twenty-two avataras of Visnu. It is mentioned that there have
been several other incarnations of Visnu but those mentioned are

the major ones.*

Kurma Purana is one of the eighteen Mahapuranas. It is believed
to have been directly narrated by the Lord Visnu to the sage

Narada, and it contains the details about the Kirma avatara.’

® Bhagavata Purana, Punendunarayana Simha, 2™ reprint,Geeta press, Gorakhpur , 1950

7 Vayu Purana, translated by Ramapratap tripathi Shastri, Hindi Sahitya Sammelan,
Prayag, 2007.

% Garuda Purana, Dutta M.N., Cosmo publications, New Delhi, 1908.

’KurmaPurana , translated in to English by Nagar Shanti Lal, edited by Joshi K.L.,
Parimal Publications, New Delhi-7, 2011.
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Narasimha Purana is one of the Upa Puranas. The chapters 36 to
54 of the Narasimha Purana contain narratives of the ten avataras
of Visnu. Chapter 21 and 22 contain the short genealogical lists of
the kings of the Surya vanisa (Solar dynasty) and the Soma varisa

(Lunar dynasty), the former ending with Buddha avatara."

Vamana Purana is one of the eighteen Maha Puranas. It is
devoted to the Vamana avatara of Visnu. Various incarnations of

Lord Visnu are mentioned in this Purana."

Padma Purana® is divided into five parts. In the first part of the
text, sage Paulatsya expounds to Bhisma the religion and the
essence of religion. The second part describes in detail Prthvi
(earth). The third part includes the description of the cosmos and
creation also the description of Bharata Varsa. The fourth part
that is patala khanda describes the life of Rama avatara. Some

sections are also devoted to the life and deeds of Krsna avatara.

The Varaha Purana is one of the major eighteen Maha Puranas, It
describes in detail the Varaha incarnation (avatara) of Visnu, and
narrates the rescue of Prthvi.” In the list of the ten avataras

Buddha is implicitly excluded"

Matsya Purana mentions that during the period of mahapralaya,
Lord Visnu had taken Matsya avatara to save the seeds of all
lives and Manu. This Purana is the story of the Matsya avatara of

Lord Visnu, A number of Hindu scholars have taken the

""NarasimhaPurana Sanskrit text with English translation by Joshi K.L. and Trivedi
Bindiya, Parimal Publications, Delhi-7, 2003, first edition.

""Sharma B.N. : Vamana in literature and Art, Purana, Varanasi, Vol. 12, No.1, Feb.
1970, PP.54-64,

”Padma Purana translated by Deshpande N.A., Part I toVII, Motilal Banarasidass, Delhi,

0za Rameshwar G. S. : Varaha avatara, Hindi Bharatiya Anushilan, Volume presented
pandit Gaurishankar Hirachand Oza, Alahabad, Hindi Sahitya Sammelan, 1990 Vikarmi,
PP. 32-58.

“Ibid. 32-58.
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progression of forms assumed by Visnu in the narrative, from fish
to dwarf human and to human with an axe, to Kalki (the future

human yet to come) as an analogy for evolution."”

e Kalki Purana' is a prophetic work in Sanskrit and is considered
Upa-Purana that details the life and times of Kalki, the tenth and

final avatara of Lord Visnu.

e Agni Purana also contains the list of ten incarnations but this list
of ‘DaSavatara’ widely differs from the usually accepted one.
Sani Purana (49, 1-9) also gives iconographic description of the
DaSavatara images. The list includes the name of Buddha with all

the other avatara.

2.1.2 Pancaratra Samhitas"”

The evidence of the early and late Pancaratra Sambhitas requires to be
separately considered. The Satvata Samhita (the earliest in the series),
enumerates almost thirty-nine incarnations of the God Visnu, which
list 1s copied by the Ahirbudhnya Samhita (later than the Satvata). In
this list of the accepted ten names of the avataras, a few of the sub-
Vytuhas are added and the deities belonging to the Mahayana Buddhist

cult are also mentioned.

2.1.3 Mahabharata

The Narayaniya section of the Mahabharata refers in one list (XII,
349, 37) to the different avataras Varaha, Vamana, Narasimha and
‘Man’ incarnations. The human incarnations refer to Vasudeva-Krsna,

Bhargava Rama and DaSarathi Rama in chapter 389 (Verses 77-90) of

5 Karmarkar A.P.: The Matsya avatara of Visnu: Its proto-Indian Origin and
development, Ken Volume, 1941, PP.253-257.

'® Kalki Purana by Chaturvedi B. K., Diamond Pocket Books (P) Lit. New Delhi-20, 2006
'7 Schrader F. Otto: Introduction to the Pancaratra and the Ahirbudhnya Samhita, Adyar
Library, Madras, 1916.

29



the same section; but a fuller list of the incarnations is given in verse
104 of the same chapter, which contains the names of Hamsa, Kurma,
Matsya, Varaha, Narsimha, Vamana, Rama (Bhargava), Rama
(Dasarathi), Satvata (Vasudeva or Baladeva) and Kalki. The number
ten is to be noted here, and the absence of Buddha in this list may

show that Buddha had not as yet been regarded as an avatara."

2.1.4 Dasavatara and Sangama Literature
It is very much interesting and thought provoking to find out the
connections of DaSavatara in the ancient Tamil literature popularly

known as “Sangama Literature'””

The dating of Sangama literature has been 500 B.C.E. to 500 C.E. or
300 B.C.E. to 300 C.E. (The authorities differ in dating the Sangama
literature, as they differ about the existence of Sangama, correlation of
megalithic culture with Sangama period. The scholars tried to place it
up to the 8" century C.E. in different ways under the guise of

archaeological and linguistic evidence.)

Paripadal gives many details of Mahabharata directly with specific
terminology®. The references of some avatara of Visnu are found in
the Sangama literature. The representation might have been converted
to “DaSavatara concept” for easy remembrance and broad
classification. According to the research observations by K. V.
Ramakrishna Rao, only Narasimha and Varaha avataras are mentioned

in Paripadal.

""Pusalkar A.D. : Studies in Epics and Puranas of India, Bharatiya Vidya Bhavan,
Mumbai, -7, 1955, first edition ; The Mahabharata, Amarachitra Katha, Mumbai, Spesial
Issue, August 2010.

' Sen Shailendra Nath : Ancient Indian History and Civilization, New Age International
(P) 1td.,New Delhi-2, 1999, second edition, PP.204-207.

?» Rao Ramakrishna K.V.: “Traces of Mahabharata in Sanigam Literature” as reported in
Hinduwebsite.com http://www.hinduwebsite.com/
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2.1.5 Observations

Puranas have preserved a wonderful record of spreading religious
movements. The DaSavatara concept shows the remarkable appearance
of Lord Visnu in Puranas, who is considered as a preserver of the
Universe.

Puranic literature has its own importance in preserving a data which is
related to Hindu religious concepts. These theories taught the theories
of biological evolution, codes of moral conduct, greatness of
righteousness and materialism through the stories of the ten
incarnations. The concept of DaSavatara evolved in the course of time

and was also used in the field of Indian Arts.

Each myth related to DaSavatara is connected with some older
historical fact. The stories of DaSavatara were also used to preach
important teachings like greatness of righteousness and to spread

devotionalism (bhakti-bhava) in the society of the time.

Different lists of Visnu’s avataras appear in different Puranic texts.
Avatara stories are developed over a long period of time. The
commonly accepted number of ten was fixed well before the 10
century CE. In the Purana stories one can observe many variations and
exaggerations. The Bhagavata Purana describes Visnu’s avatara as
innumerable. Krsna and Rama are the two most widely known and

worshiped avatara.

The fish legend first appears in the Brahmanas, and the Noah’s Ark
theme suggests Semitic influence. The story of the second incarnation
seems to be a piece of early folklore, but the identification of the
Kiurma avatara is comparatively late, thought frequently mentioned in
literature, it had little importance in dance-drama culture. The story of
Varaha avatara also appears in the Brahmanas, but according to some

scholars, it probably developed through some primitive cultural

31



beliefs. The Boar incarnation was important in some parts of India,
especially in parts of Malwa, in Gupta period, where a divinity in the
form of a Boar was worshipped. Narasihha was worshipped by
different sects as their special deity, and was often depicted in
sculpture. Narasithha avatara story has a great importance in Indian
traditional dance-dramas. The story of the three steps of Visnu is as
old as the Rgveda, but other popular elements were incorporated into
the story. Though ParaSurama is frequently referred to in literature, he
seems to have been specially worshipped in Maharashtra and Kerala.
The story of Rama is rather a matter of literature than of religion. It is
perhaps significant that Rama avatara became more popular after the
Muslim invasion. The Divine Cowherd has produced great religious
poetry and inspired many saints of India. In Jayadeva’s Gita Govinda,
which contains one of the earliest lists of incarnations, KeSava,
becomes Buddha out of compassion for animals, in order to put an end
to Vedic sacrifices. This probably gives a clue to the true background
of the Buddha avatara. He was included in the list, as other deities
were included, in order to assimilate heterodox elements into the
Vaisnavite fold. Kalki avatara is must have been a late addition to
Vaisnavite mythology, and does not play a very important part in

literature.

There seems no harm in assuming that this order of all the ten
incarnations of Visnu came to be recognised throughout India during
7™ to 10™ century C.E. During this period, perhaps, a new school of
thought emerged that in a way, compiled the ten incarnations into a
list of Dasavatara. We can also assume that there might have been
some special reasons and circumstances for accepting the specific

thoughts and theories by the then existing schools of thought.

The Puranas, which are the storehouse of stories, were recited and

expounded for a long time in various ways like Purana Pathana is the
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reading and expounding of the spiritual texts. Pravacana is the way of
storytelling in which the text will be sung to a minimum of musical
notes. Upanyasa is another type of Pravacana, which includes
upakathas and philosophical explanations. Sangita Upanyasa is a
musical discourse. All these different ways of spiritual story telling
were performed sitting on a dais. A person sees the act being carried
out in some distant place at a distant time when a Purana is presented.
This style of storytelling is still followed in Katha Kalaksepa and
Kirtana. Thus we can see that the art of storytelling with music is a
time-old activity. Which slowly underwent different changes and
eventually in the seventeenth century, in the State of Maharashtra, it
developed in to what is known today as Harikatha. But it itself is the

development of Kirtana which has its influence on Dasavatari Nataka.

2.2 Avataras other than the accepted and popular
List of Dasavatara

The mythology associated with the Bhargava Rama clearly points out that
he was the symbol of the militancy of the brahmanas against the ksatriyas.
ParaSurama, as this form of his name indicates, should hold a battle-axe
(parasu) in his right hand, and in the Dasavatara slabs he is invariably
shown as two-armed. Some texts, however, describe a four-armed variety
of his image; such images are separate representations, and are extremely
rare. Thus, the four-armed image of this Avatara from Ranihati (Dacca) is
of unique interest and importance; its front right hand holds a battle-axe,

the remaining hands holding a Sankha, a cakra and a gada.

DaSarathi Rama’s story is well known; it appealed to the imagination of
the people of India ideal of manhood. In the DaSavatara reliefs of the early
and late mediaeval periods, Rama is almost invariably depicted as two-
armed, his hands holding a bow and an arrow. Separate cult images of him

in stone and bronze of a comparatively late period are known; in these he
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is usually shown accompanied by Sita, Laksmana and Hanuman. Scenes
from the Ramayana are very frequently found illustrated in the early and

late mediaeval temple walls not only in India, but also in Indonesia.

A confusion of ideas about Balarama’s exact identity, however, remained
in the minds of the scholars, for different texts present him in different
forms. In one form Balarama is a sort of a bucolic deity connected with
agriculture and harvests, in another he is the incarnation of Ananta Naga, a
companion of Vasudeva-Visnu, and last, though not the least, he was the
elder brother of Vasudeva himself in which character he was first a Vira
and then a Vyuha. Again, in the list of the ten incarnations his place is
sometimes, though rarely, occupied by Vasudeva-Krsna himself.
Balarama’s importance as an avatara of Visnu has been proved by literary

data.

Balarama is considered as one of the Dasavatara in South Indian
traditions, and Buddha is not considered as part of the list. According
to the Bhagavata Purana Balarama is said to have appeared in the
Dwapara Yuga (along with Krsna) as an incarnation of Sesa. He is
also counted as an avatara of Visnu by the majority of Vaisnava

movements. Such lists contain no mention of Buddha.

In Maharashtra and Goa, Vithoba's image replaces the traditional
representation of Krsna®', when depicted as the ninth avatara of Visnu,
in some temple sculptures and Hindu astrological almanacs. The saint-

poets of Maharashtra also praised Vithoba as a form of Buddha.

According to a recent study it has been proved that even
Matsyendranatha, the first profounder of Natha sampradaya was also
considered an avatara of Visnu. During 11™ and 12" c¢. C.E.
Maharashtra witnessed the development of three religious streams i.e.

Mahanubhava, Varakari and Natha sampradaya. The iconographic and

?! Dhere R.C.: Shri Vitthala Eka Mahasamanvaya, First published by Shri Vidya
Publication, Pune in 1984, Reprinted by Padmagandha Publications, Pune, 2005.

34



literary evidence show the impact of Varakari or Vaisnava
sampradaya on the Natha sampradaya™. Even though the impact of
Vaisnava sampradaya on the Natha sampradaya was short lived the
evidence show the representation of Matsyendranatha’s image, as an

avatara of Visnu.

2.3 Motifs related to DaSavatara on Indian coins

2.3.1 Introduction

In the evolution of living species, it has been universally
acknowledged that man represents the final stage, as the most evolved
and sentient living creature. His first effort had been to adjust himself
with nature and other species. This close relation between man and

nature was eventually reflected in art, sculpture and later in coins.

Art was man’s prime medium of expression in the early days of
civilization. It has served the purpose of expressing the thoughts,
beliefs and actions of man very effectively. The primary concern of
man in the very early days of civilisation was survival. Identifying all
natural elements as deities endowed with supreme power, he started
worshipping them, to protect him from natural calamities. This
became his religion and the various aspects of this religious life found

expression in the fine arts.

Numismatic evidence helps us in reconstructing the religious values
cherished in the olden days. Representation of various deities on coins,
give us an excellent idea of the dominant religious leanings at a given

time and place.

Velankar Vaishali, Matsyendranatha: an Avatara of Visnu, Journal of the
Ananthacharya Indological Research Institute, Vol. VII, (2004-5), Mumbai-400005. PP.
35
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Artistic and imaginative depiction of the avatara of Visnu and
representation of the different motifs belonging to the avatara concept

is a fascinating study.

A ] Matsya and Kiirma
Matsya and Kurma motifs on Indian coins — The first documented
coinage which was issued between the 7"-6" century B.C.E. and 1%

century C.E. is believed to start with Punch-Marked coins.”

These coins are called punch-marked coins because of their
manufacturing technique. These coins bear different types of symbols
and are made of silver. The fascination of Indian creative mind for
different varieties of animals makes the coins of India highly

kaleidoscopic.

The first coins in India were minted much before the invasion of
Alexander the Great in 4™ century B.C.E. It was around 6" century
B.C.E. by the Mahajanapadas of the Indo-Gangetic Plain. The coins of
this period were called Puranas, Karsapanas or pana. These punch
marked coins are mentioned in the Manu, Panini, and Jataka stories.
They lasted three centuries longer in the south than the north almost

from 600c.B.C.E. to 300C.E.*.

These punch marked coins continued to be issued in large quantities
during the Mauryan period (322-185 c.B.C.E.). They were not artistic,
but they do show some designs such as Buddhist caityas and animals

such as the horse and lion, etc.”

»7aa Amiteshwar, Bharatiya Sikke Eka Eitihasic Paricaya, IIRNS Publications, A
Division of Indian Institute of Research in Numismatics Studies, 2003, Wikas Printers of
Sakal, Nasik 422007. PP.6

* As reported in "Puranas or Punch-Marked Coins (circa 600 BC - circa 300 AD)",
Government Museum Chennai Retrieved 2007-09-06, www.chennaimuseum.org/

» As reported in "Coins of Satavahanas (232 BC - 227 AD)". Government Museum
Chennai Retrieved 2007-09-06 , www.chennaimuseum.org/
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The fish symbol is generally depicted in pairs and also in a tank
(Uddehikas, early 2nd c. B.C.). Sometimes a group of boars is also

found on some punch-marked coins.

Animal symbols on the punch marked coins of the
Mahajanapadas.*

Janapada-Symbols on coins has been identified as under

North Pancal- Fish motif

Vanga des§a- Ship, Chakra and six arrows

Magadha- Five symbols (sun, chakra, Fish, Turtle, bow-arrow)

Cedi- Lotus and fish

Andhra- Cakra with three fish motifs

Ujjain, Eran, Mathura- Fish motif

Ayodhya- Fish symbol with swastika

Taksa$ila- Fish motif on a pole

Rajendra Kulottanga-I (1070-1118 c. C.E.), who was a prince of
Eastern Calukya dynasty and a king of the Colas, had issued coins
with the central punch bearing fish motif and two tigers seated on

either side by a bow.

26 Dhavalikar ML.K. : Pracin Bharatiya Nanakasastra, Continental Publication, Pune- 30,
2006,Second edition Pp, 33, 34

37



The emblem/s of some of the principal dynasties of Deccan and

South India:?’

S1. No. | Name of the Dynasty Emblem
1. Calukya Boar
2. Rastrakitas Bull
3. Kalacuri Bull and Garuda
4. Kadamba (Mysore and the Kanara | Hanumana
region)
5. Yadava (Devagiri) Lion, Garuda and
Hanuman
6. Hoyasala (Jaipur, Belgaun, | Tiger
Dharwer region)
7. Ganga Bull
8. Mysore, (Hindu rulers) Elephant, Siva and
Parvati
0. Pallava (South Deccan) Bull, Lion, Ship, Fish,
Turtle.
10. Cera (present day Kerala) Fish.
11. Pandya (South and South-East | Fish (PL. 24,Fig. 1)
Tamilnadu)
12. Cola (Eastern Tamilnadu) Tiger.

The Pandyas coins have been discovered in the Pandyan region near
Madurai and other places. The coins of this dynasty are mostly in
copper and sometimes in sliver. They are usually die-struck but some
are punch-marked. The different motifs appearing on the obverse of

the Pandyan coins have the motifs of the tortoise, fish, Svastika,

?’ Zaa Amiteshwar, Bharatiya Sikke Ek Eitihasic Paricaya, IIRNS Publications, A

Division of Indian Institute of Research in Numismatics Studies, 2003, Wikas Printers of
Sakal, Nasik 422007.PP.83-87.
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domed temple, etc. Some coins also bear legends on the reverse. These
are written in the Tamil language and the Tamil Brahmi script is used.
These convey the name or the title of the ruler of that dynasty. The
reverse of most of their coins shows the fish motif which was their
dynastic emblem. The copper coins of the Pandyas, besides the fish
emblem also included the Cola standing figure or the Calukyan

devices associated with a fish.

Among the ancient coin motifs the depiction of a Fish motif was very
popular in north and south India. But the relationship of these motifs

with Visnu’s DaSavatara is not clear.

The importance given to these motifs indicates that these symbols had

religious importance in some ancient cults.

B ] Varaha
The evidence relating to the presence of wild boar is available from
the prehistoric rock paintings in India. A number of seals from

Mohenjo Daro depict the wild boar in different forms.

The words ‘Sri-Varaharaja® and Sri Varaha are found on the obverse
of the gold coins of the kings of Nala dynasty of Central India.*®
These legends refer to the ruler of the dynasty in the 5™ century C.E.
but it is possible that “Sri Varaha” also could interpret to mean Varaha
form of Visnu as well®.

Visnu on the coins of north India is not evident. However, Varaha is
evident in the region of the Gangetic valley, in mid 9" century C.E.
We come across the Varaha avatara of Visnu on a coin of Mihira
Bhoja. Mihira Bhoja I (836-885 c.C.E.) was a ruler of the Gurjara

Pratihara dynasty and was a devotee of Visnu. He adopted the title of

# Mirashi V.V., Studies in Indology,vol.3,Vidarbha Samshodhana Mandal Nagpur,1962,
PP.98-99.

»Shanti Lal Nagar, Varaha in Indian Art, Culture and Literature, Aryan Books
International, New Delhi, 1992, PP.100
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Adivaraha which is inscribed on some of his coins. On a beautiful gold
coin, the Varaha is shown holding Mother Earth by the tusk, with one
hand on hip and the other on the knee of a raised leg. Adivaraha,
(PL.24, Fig.2a) the boar incarnation of Visnu, wears a long
"vanamala" to right with his left leg raised. Below is a small lion, to
the right a sun-wheel (cakra) symbol, a moon symbol and another
dumb-bell-like symbol is above and a trident and conch shell on the
left and a two-lined inscription ‘Srimad Adi Varaha’.* This depiction
matches very well with the Adivaraha representation in cave no.5 of
Udayagiri (M.P.). A similar motif is also found on a coin of
Srimadadivaraha, identified with Mihira Bhoja. Vinayakapala, a
successor of Mihira Bhoja, also shows the Varaha (PL.24, Fig.2b) on

his copper issues.’’

The coin of Saktivarman (1000-1020c.C.E.), the eastern Calukya
prince and also the coin of Rajaraja Cola-I (1019-1059¢c. C.E.) shows
the symbol of boar facing left and a big lamp on either side with the
ankusa (elephant goad ), a chhatra (parasol) and two cauries (fly-

whisks) punched in the centre.”*(PL.24, Fig.3)

The coin of Bharavarman Sundar Pandya I bear the symbol of Varaha
with the sun and moon on Obverse .It also has an inscription “Sundar
PflI_l(_lya”-33

The Vijayanagara Empire from 1336-1646 C.E., was situated in

southern India. It can be clearly observed that the pattern of

Zaa Amiteshwar, Bharatiya Sikke Ek Eitihasic Paricaya, IIRNS Publications, A

Division of Indian Institute of Research in Numismatics Studies, 2003, Wikas Printers of
Sakal, Nasik 422007.PP.76
3! Rath Bishwajeet, Deities on Indian Coins, 1999, IIRNS Publications, Nasik, PP.22

?Zaa Amiteshwar, Bharatiya Sikke Ek Eitihasic Paricaya, IIRNS Publications, A

Division of Indian Institute of Research in Numismatics Studies, 2003, Wikas Printers of
Sakal, Nasik 422007, PP.83

 Dhavalikar MLK. : Pracin Bharatiya Nanaka$astra, Continental Publication, Pune- 30,
2006,Second edition, PP.258
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Vijayanagara currency was carefully standardized. The standard unit
of coin issued by the Vijayanagara Empire was Varaha and came in
the Ghattivaraha, Doddavaraha and Suddhavaraha coin type. These
coins, give information pertaining to contemporary political, economic

and cultural history.

C ] Narasimha

The lion symbol gained more popularity than the horse symbol in
India. The symbol represented power and might. The earliest coins to
bear lion motifs were issued by the foreign rulers, i.e. the Indo-Greek
kings called Pantaleon 185-175 c. B.C.E. and Agathocles (180-165 c.
B.C.E.). However, the lion device also appeared on the Indian silver
punch-marked coins. The lion symbol appears on the coin of Taxila,
Agaras (Punjab) (late 2™ c¢. B.C.E.), Rajanyas (Punjab), Rajasthan (1st
B.C.E) and Malva.

The Buddhist contact with lion further transformed as the power of the
liberation; The Buddha has been described as “Sakyasimha” i.e. the
lion of Sakyas.

From the coinage point of view, the reign of Kumara Gupta (415-455
c. C. E.) is very significant. The coins of Simha-mahendra type have a
Sanskrit legend, “saksadiva narasinmho simhamahendro jayatyanisam”.
This is in Upagiti vrtta. It suggests that the king himself is a

Narasimha avatara of Visnu.*

The Satavahana coins (PL.24, Fig.4) clearly show the lion motif and
also on the coins of The Kadambas of Goa (11" ¢.C.E.) depiction of

the lion motif can be found. Some special coins issued by Visnukundin

34 Dhavalikar M.K. : Pracin Bharatiya Nanakasastra, Continental Publication, Pune- 30,
2006,Second edition, PP.204
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(3™ ¢.C.E.) (PL.24, Fig.5) show the depiction of the lion on one side

and the conch shell on other side.*

King Bhillama of Yadava dynasty established his capital at Devagiri
near present day Aurangabad (Maharashtra) by the year 1185 C.E. He
established his rule throughout the Maratha country. The Yadava
dynasty was a powerful presence in the thirteenth century but was
constantly involved in warfare with the south and north Indian

regions.

The cup shaped gold coins of Yadavas of Devagiri called ‘padma
tankas’ in the literature from their central motif of a padma or lotus. It

is interesting to note that it also bears the lion symbol.*

The Vijayanagara Empire patronised the ancient Hindu culture of the
country. The Coins issued by Harihararaya (1376-1404 C.E.) represent
Laksmi Narasirhha sitting on obverse (PL.24, Fig.6).”

D] Vamana
Some of the special coins that are issued by Kumara Gupta and

Samudra Gupta can be mentioned below.

Chhatra type:
We find a figure of a king with a dwarf holding a chhatra or an
umbrella in his hand. The left hand of king is on his sword and he is

making offerings by his right hand. There is a figure of a goddess on

¥Zaa Amiteshwar, Bharatiya Sikke Ek Eitihasic Paricaya, IIRNS Publications, A

Division of Indian Institute of Research in Numismatics Studies, 2003, Wikas Printers of
Sakal, Nasik 422007, PP.83

3¢ Dhavalikar MLK. : Pracin Bharatiya Nanaka$astra, Continental Publication, Pune- 30,
2006,Second edition, PP.243

Zaa Amiteshwar, Bharatiya Sikke Ek Eitihasic Paricaya, IIRNS Publications, A

Division of Indian Institute of Research in Numismatics Studies,Nasik 422007,
2003,PP.86.
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the reverse side of this coin.”® But precise significance of the dwarf

figure is yet not known.

E ] ParaSurama

Samudragupta (335-375 c. C.E.) issued different types of gold coins.
His Battle-axe type is important as it shows the ‘Battle-axe’ motif on
the obverse, the King standing and holding a battle—axe in the left
hand and his right hand is resting on the waist; sometimes a sword is

also seen hanging from his belt.

This variety has the letter Kr (presumably for Krtanta) under the

king's arm.

Circular Brahmi legend “Krtantaparasurjayatyajitardjayetajitah”,
describes the irresistible prowess of the emperor and states that
“Victorious is the conqueror of unconquered kings, himself invincible
and a veritable battle-axe of the God of Death”. The line is in Prthvi
metre.” We do not find any name of a particular deity written on the

coins.

F] Rama

Among the later and post-Vijayanagar issues, we find Rama and
Laksmana (PL.24, Fig.7) (with or without Sita). These coins are in
gold.* The three centuries between the 10" and 13" centuries C.E. was
a period in Indian history when several Rajput families emerged to
take control of specific territories in north and central India. One of

these powers, The Kalacuris of Tripuri (Madhya Pradesh), introduced

¥ Altekar Anant Sadashiv, Catalogue of The Gupta Gold coins in the Bayana HARD.,
Pub. The Numismatic Society of India, Prince of Wales Museum ,Bombay, 1954

¥ Early Indian coins Numismatic Evidence Dr. Savita Sharma Agam Kala Prakashan
Delhi, 1990.PP.118.

0 Rath Bishwajeet, Deities on Indian Coins,1999,IIRNS Publications,Nasik,PP.24.
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the gold coins depicting Rama with a bow, inscribed with ‘Sri’ and

‘Ra’ on the left side and ‘Ma’ on the right side.*

The Mughal Emperor Akbar (1556-1605 c. C.E.) (PL.24, Fig.8)
brought some new introduction on the pattern of coins. He introduced
the effigy of Rama and Sita. This coin, popularly called the ‘Ram-
Siya’ type was issued in both gold and silver and bears the embossing
of the figure of Rama and his wife Sita on obverse whereas a word

‘Ramaraj’ in Devanagari script on reverse®.

A rare 1818 c. C.E. coin minted by the East India Company, now in
possession of Mr. Ashok Kamboj, Dehra Dun, a collector of rare
manuscripts and coins (PL.24, Fig.9) shows Rama, Laksmana and Sita
and Hanumana. According to Dr. Amiteshwar Zaa the figure is of the

temple token which was used in the temples.

G ] Krsna- Balaram

Agathocles Dikaios was a Buddhist Indo-Greek king. He reigned
between around 190 and 180 century B.C.E. The Coins of Agathocles
with Hindu deities are the first known representations of Vedic deities
on coins, (PL.25, Fig.10) and they display Avatara of Visnu:

Balarama-Sankarsana and Vasudeva-Krsna.

Krsna and Balarama coins of Agathocles were found in Afghanistan
belonged to 2nd century B.C.E. The coins had script in both Greek and
Brahmi and, it also shows an image of Visnu, or may be Vasudeva,
carrying a Cakra and a conch shell, which are two of the four main

sacred symbols of God in Vaisnavism. Many other finds of ancient

“1Zaa Amiteshwar : Bharatiya Sikke Ek Eitihasic Paricaya, IIRNS Publications, A

Division of Indian Institute of Research in Numismatics Studies, 2003, Wikas Printers of
Sakal, Nasik 422007, PP.80-81.
2 Rath Bishwajeet, Deities on Indian Coins, IIRNS Publications, Nasik, 1999, PP.26.
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coins also prove the antiquity of Krsna worship in India.* Vaisnavism

was entrenched in the entire Indian society.

Interestingly in Naneghat cave inscription in Maharashtra, Vasudeva and
Sankarsana are also included in an invocation of a brahmina. As
epigraphically, this inscription is dated as the later-half of the first century
B.C.E.

We can say that the blending of the symbols of various dynasties on the
Pandyan coins must be an indication of their victory and power. A few of
these coins bore the words like Sundara Pandya or the letter ‘su’ which is
interesting. But some of the coins have a boar motif with the doubtful
legend “Vira-Pandya® on one side and the figure of Venu Gopala or
murlidhara Krsna on the other side of the coin. Many scholars opine that
these coins were issued by the Pandyas and the feudatories of the Colas

but could not be attributed to any particular king.

The figure of Dancing Krsna is depicted on the King Singhana’s
(1200-1247 c. C.E.) coin*.

According to the recent updates by Shri. Shailendra Bhandare,
University of Oxford, on the internet group, Ancient Monuments, we
get this interesting information. ‘The Silver rupee of Tripura struck
during the second reign of YaSomanikya Deva (1600-1618 C.E.), with
representation of Muralidhara Krsna with two attendant Gopis,
(PL.25,Fig. 14) above a roaring lion, the royal emblem and the
inscription on the reverse also mentions the names of three queens -

Laksmi, Gauri and Jaya Mahadevi’. He has also mentioned about the

“Zaa Amiteshwar : Bharatiya Sikke Ek Eitihasic Paricaya, IIRNS Publications, A

Division of Indian Institute of Research in Numismatics Studies, 2003, Wikas Printers of
Sakal, Nasik 422007, PP.16

“Dhavalikar M.K. : Pracin Bharatiya Nanakasastra, Continental Publication, Pune- 30,
2006,Second edition, PP.243
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motifs of Krsna and Radha on 18th-19th century jewelry imitations of

Venetian gold Ducats from India (PL.25, Fig. 15).

H] VenkateS§a and Balakrsna
On Vijayanagar coins; particularly on the gold coins of Krsnadevaraya
(1500-1529 c. C.E.) (PL.25, Fig.11) Krsna can be seen, (Depicted as

Bala Krsna), with conch and cakra on either side of the deity. *

The rulers of Karnata dynasty (1570-1646 c. C.E.) seem to have been
much influenced by Vaisnavism. VenkateSa is prominently seen on
their coins with sankha and cakra, the two main attributes of Visnu.
His vehicle Garuda and his incarnations as Rama and Varaha are
found on the coin of Tirumalaraya (1570-1573 c. C.E.) During the last
thirty years of the declining days of the kingdom, Vaisnavism
dominated not only the capital but also at the local centres. During this
period Visnu in almost all the forms of his incarnation, appeared on

the local coin.*

I] Buddha

The KuS$ana period witnessed a rapid growth in trade networks
between the West and the East. The trade was also largely responsible
for the patronage of Buddhism and eventually flourishing of the
Gandhara and Mathura schools of art. Kaniska (128-154 c. C.E was
the first ruler and perhaps only one in ancient world who minted coins
with image of Buddha. The most significant deity to appear on any
Kusana coin is the Buddha, identified on Kaniska’s coins as Boddo.
The first such coin was discovered by Maj. Gen. Alexander
Cunningham in a deposit when he excavated the stupa at Ahinposh in
Afghanistan and it now lies in the British Museum®. The placement

accorded to Buddha in a pantheonic context when it comes to

> Rath Bishwajeet: Deities on Indian Coins, , IRNS Publications,Nasik, 1999, PP.24.
“ As reported in http://orissa.gov.in/e-magazine/Journal/

" Bhandare Shailendra : Gods on Gold Divine Representation and Kushan Coinage,
Heritage India, Volume 5, Issue 3, Aug 2012- Oct. 2012, PP. 92
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numismatic representation proves beyond doubt that Kaniska regarded
the Buddha as a god and not just a historic personality. There are two
types of Buddha coins, Standing Buddha, (PL.25,Fig.12b and 13a) and
sitting Buddha, (PL.25,Fig.12a and 13b). Shown above is a very good
example of Kaniska's coin portraying him sacrificing and Buddha

sitting in abhayadan gesture.*”

Observations

The different Avatara motif on coins, their artistic and imaginative
depiction is in itself a fascinating study. Present work is not aimed at
the detailed research. But this effort will be able to communicate, the
importance and the range of different coins in a concise manner. It is

possible that some motifs on coins have escaped notice.

Almost all the Indian dynasties have taken some animal motifs for
their coins. These symbols signify their religious inclination. Their
presence is still very much available in the modern coinage of India.
The advance of science and technology will in no way be a hindrance
to love and sympathy for animals. However, considerably more
research work will be needed for a proper understanding of the

religious symbols and motifs on the coins of different regions.

The worship of Visnu began to spread under the Gupta rule (4"- 6™
century C.E.). Siva and Visnu, representing Saiva and Vaisnava
thought respectively, are much in evidence on coins of both north and
south India. The representation of the boar incarnation of Visnu,
though evolved during the Sunga- Kusana period, became popular in
the sculptural art of Gupta period. It appears frequently in both
theriomorphic and the therioanthropic type. The place given to Hindu
deities by some medieval Muslim coinages is another significant

factor. The depiction of Rama and Sita on coin appeared during the

8 Savita Sharma : Early Indian Symbols, Numismatic Evidence, Pub. Dr. Aqam Prasad, ,
Community Centre, Ashok Vihar, Printed by Arun Typographer at Mohan printing corp.
Delhi — 110007
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time of the Mughal Emperor Akbar which was the unique phenomenon
in the numismatic history. The reason behind this was certainly to go

with what was popular and well-accepted.

From the overall observation, one can remark that the representation
of all the ten incarnations of Visnu, though evolved during the Gupta
period, became popular in the sculptural art but never appeared on the
coins. The depiction of a deity on one side and the king’s bust on the
other side on the coins can be a reflection of the importance of a
divine inspiration, and a popular sanction of the religious beliefs of the

time and place.

Some seals of the great dynasties

Secal of the Eastern Unamukya urmim
of Ammaraja II. Without Daie

|
Seal of the Eastern Calukya Grant of Ammaraja II. (Without Date.)

Seal of a copper-Plate Grant of Kulottunga-Codadeva II dated
Saka 1056 and Rajaraja dated Saka 944.%

# Shanti Lal Nagar: Varaha in Indian Art, Culture and Literature, Aryan Books
International, New Delhi, 1992. PP.102, 78, 60 and 44.

48



2.4 DaSavatara- Indian Paintings and Epigraphic
Evidence

Art and culture gives rise to all human interaction and creation. Culture
thus is a very vast concept. Man, nature, human relations evoke responses
in a special way. These may be intellectual, emotional or physical. They
include moral, religious or aesthetic views. Indian paintings are a mode of

expression to these responses.

People from every corner of the world have been migrating to India
for thousands of years. The Indian culture thus has come under the
influence of various cultures. This however did not completely destroy
the original culture. In fact there was always the openness to accept
new values and trends of different cultures. The Indian culture was
influenced by the Moghul, the Persian and later on the British. Their
aesthetic attitude influenced the Indian aesthetics and gave rise to new

streams of art.

The tradition of painting in India is as old as Rgveda.® We have clear
evidence of this tradition right from Rgveda to the works of Kalidasa.
We have Visnudharmottarpurana, generally dated between the fifth
and the seventh centuries C.E. which is a pioneer ancient Indian text
of this era. It discusses the types of appropriate paintings for various
structures like temples and sculptures etc. It also distinguishes clearly

between realistic, beautified and secular styles of painting.

The Indian visual art originated with the Indus vally civilization. It
attained full flowering during the Mauryan period for the propagation
of Buddhism. It manifested itself in different schools such as the Paal-
Jain, Moghal, Rajput and miniature painting. The art that was initially
employed for idol worship was based on Vedic philosophy. Indian
music too has its roots in the Samaveda. There are different styles of

paintings which have emerged in due course of time in different

% Kulkarni Vinayak, (1996), Bharatiya Kala: Udgam ani vikasa, Suyog Publications,
Pune, PP.73
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geographic locations as a result of religious and cultural impact. The
transitions in Indian art were brought about due to various factors such
as religion, royal patronage, philosophy and spirituality. Ashoka’s
desire to propagate Buddhism for example proved to be a major

turning point for the Indian art.”

The highest achievements of this time are the caves of Ajanta and

Kailasanatha temple in Ellora Caves in Maharashtra.

2.4.1. a. Ancient Indian Cave Paintings

A substantive part of the Ajanta paintings is from a later period,
mainly from 460 C.E. to 480 C.E. The lines of the paintings at Ajanta
are as if endowed with pace or laya. The composition of human
figures and other form is such that these lines guide the viewer’s eye
smoothly over the entire composition. The paintings have not left
much blank space in the group compositions. The Buddha figure is the
embodiment of all the compassion, pathos and grace. Buddha
paintings have a clustering of figures. Often, certain symbols
surrounding the Buddha image such as the bodhi tree, seat, umbrella,
sandals, footprints etc. are meant to amplify its message. The first time
viewer might feels the crowding of the figures. But soon one can
realise that they are not obstructive. The magnitude of the Buddha’s
figure as compared to the rest of the figures is perhaps not in
proportion. But one can make out that it is a creative depiction of the
principle of the priority and subsidiary in the composition. The
detailed depiction of hair, ornaments, facial expressions, delicateness
and beauty is exquisite in these paintings. This Ajanta style of painting

was discovered in the year 1920%,

> Ibid. Pp. 73
>? Jayaprakash Jagtap, Indian Art History, 1% edition 2010, Jagtap Publication House,
Pune 411037, PP.9
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2.4.1.b. Medieval Indian Cave Paintings

The Olipathivisnu Visnugraham Cave complex was built in the 8"-9™
century C.E. at Malaiyadippatti is an ancient rock-cut temple. It is located

in the Manapparai Taluka of Tiruchirappalli district of Andhra Pradesh.

The walls of this temple are covered with paintings and stucco. Some
scholars opine that the stucco and paintings belong to 16™-17" century
C.E. There are sculptures of Lord Narasirhha, Hayagriva, Krsnna,
Balarama, and Rama in the temple marndapas. The canopy of the

mukhamandapa is covered with beautiful paintings of Dasavatara.

All the streams of thought regarding various fields of Indian life
attained maturity in the Gupta age (320-650 century C.E.). The
process of the evolution of society, religion, literature, philosophy and
arts that had been going on for centuries together attained fulfilment
during this period. The majestic and divine expression of the art of
painting during the Gupta period was not a sudden development™. It
was the culmination of the various ancient traditions. All the fine arts
like painting, music, theatre, sculpture and literature experienced a
tremendous progress in this period. New religious trends gave rise to
novel aesthetic concepts. The Ajanta caves and the frescos,
architecture, the sculptures at Mathura and Sarnath, the Visnu temple
at Devgadh stand as testimony to this. Thus an all round development
of each and every creative art is the most distinguishing feature of this

period.

During the Gupta period however, sculptures especially of deities
changed radically. There came about awareness that the outward
human form alone could not project the innermost feelings of the
heart. These had to be reflected on the face of the figures. The
standing Buddha at Mathura, the seated Buddha at Sarnath, the Varaha

at Udaygiri cave are well known examples. Some deities were also

>Jayaprakash Jagtap, Indian Art History, 1% edition 2010, Jagtap Publication House, Pune
411037, PP.,67.
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have been crafted with ugra facial expressions like the figure of
Narasimha engaged in killing HiranyakaSyapu at Ellora. These figures
are a part of some incident and the faces of the figures bear a cruel

expression to suit the occasion.

2.4.2. The ancient paintings on the wall of temples

The Pallava king Mahendra Verma in one of his inscriptions states that
he had prepared a catalogue about the technique of drawing based on
the book ‘Kimana Dandakalpa’a treatise on the southern style of
painting. This only shows that the southern style was in existence
during the Pallava period (600-900c.C.E.). Paintings in fact have been
a part of the various cave temples of the South since ancient times.
The Pallava paintings at Sittanvasal and the paintings at BrhadiSvara
temple in Tanjavur do show the influence of the Ajanta painting style.
But the depiction of the costumes and ornaments is typically South
Indian. This style grew under two phases, firstly under the
Vijayanagara rule and later during the reign of five Muslim emperors
after the fall of the Bahamani kingdom. During the Vijayanagara era
(1340-1565c.C.E.), the wall paintings’ especially narrating the royal
life made a comeback and it is popular until now. The best
representation of these paintings can be seen in the Virabhadra temple
at Lepaksi. Vijayanagara paintings depict the scenes from Draupadi’s
wedding and Kiratarjuniya (Arjuna’s penance). The paintings of the
Nayaka phase (the 16th century and the 17" century C.E) of Madurai
and Tanjavur were as important as these of the Vijayanagara phase.
Nayaka paintings depict the ‘samudra manthana’ scene, showing the

rising of the objects from the ocean as it was churned.™

> Jayaprakash Jagtap, Indian Art History, 1% edition 2010, Jagtap Publication House,
Pune 411037, PP. 97.
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It’s important to note that even the Kavi murals which decorated the
walls of the temples included the theme of Dasavatara. The themes
selected for the mural generally depended upon the main deity of the
temples. The theme like DaSavatara could be seen on the walls of
Vaisnava temple. Different artists may select the same subject but

their depictions would be quite different.

It is interesting to note that the state of Rajasthan holds the first place
in having mural sites and the state of Kerala holds the second place.
This state is famous for having the largest collection of mural sites in
India. According to some scholars the Kerala paintings represent the
final and fading phase of Indian traditional painting style which

belongs to the period from the mid-sixteenth century C.E. onwards.

These wall paintings are characterized by elaborate ornamentation and
sensitive portrayal of emotions. To represent sarwika feelings different
shades of green colour were used. Characters of rajasika feelings were
portrayed in red colour or golden colour and the tamasika feelings

were represented in white and the rakssas were represented by black.

Visnu and his satwika incarnations (PL.1, Fig.1a-b-c) and other pious
beings like Prahlada were always painted in green. Bhudevi, (goddess

earth) and Brahma were also painted in red.

Another name which must not go unmentioned is Raja Ravi Varma
(1848-1906 C.E.). When Raja Ravi Varma appeared on the scene the
Moghal and Rajput styles of art were already on the decline. In the
early phase of his career Raja Ravi Varma’s paintings were in the
Tanjavur style but they also had the lifelikeness of the Western art and
the three dimensional effect of the background. The imagery in his
paintings reflects his knowledge of the Sanskrit and Malyalam poetry.
He paid special attention to the composition of the painting imparting

adequate prominence to the main theme. His precision in the details of
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the painting, the appropriate facial expressions of the characters, the
graceful lines and the knowledge of the human anatomy are some of
the distinguishing features of his art. Dasavatara of Visnu (PL.2,Fig.2)

are also included in his portrait style of painting.

2.4.3 Indian Miniature Paintings

The pre-medieval and earlier times had seen the glorious tradition of
large size paintings. This tradition however disappeared during the
post-medieval era. The miniature painting started as an embellishment
for documents. Manuscripts came to be written for the propagation
and spread of religion. Hand-written scriptures were embellished with
small-sized pictures and designs. They were included in the scriptures

primarily to beautify the text™

. These pictures, though drawn to suit
the content and occasion were bound by the limitations of space.
Hence their pattern and style were quite limited. Though small in size
they are regarded as an important milestone in the history of art. These
themes are traditional and have come from the great compositions like
Ramayana, Mahabharata, Meghdiitam and Gita Govinda.”® They
were initially drawn on tadapatra (leaves of the fan-palm) and later
on, a similar kind of paper. The Pal-Jain miniature paintings are an
important link between the Ajanta art and the origin of the Moghal-
Rajput art style.

Having originated in the Ajanta art the initial miniature paintings
mostly dealt with Buddhist themes. Pictures were drawn on Buddha’s
birth, Buddha’s salvation and Bodhisattva as well as some of Tantric

deities. All human characteristics such as the satvika feelings, the half

open eyes, a sharp nose can be observed here. These pictures are two

> Bapat Shreenand : Capturing The Written Word Manuscripts, Heritage India, Vol. 3,
Issue 2, May 2010-Aug. 2010, Pune-411001. PP. 54

%Jayaprakash Jagtap : Indian Art History, 1% edition 2010, Jagtap Publication House,
Pune 411037, PP.99-100.
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dimensional and ornamental. Bold lines and flat painting work are its

distinguishing qualities.

2.4.4 Manuscript illustrations of DaS§avatara

India possesses the richest collection of written manuscripts. The
manuscripts found in India are of various types including Palm Leaf
Manuscripts and Paper Manuscripts. They comprise various themes,
textures and aesthetics, scripts, languages, calligraphies, and
illustrations. The manuscripts are considered as a precious and

authentic source of history in the recent times.

These handwritten manuscripts reflect the splendour of the Indian
civilisation including languages, philosophy, art and architecture.

Indian manuscripts were written in various languages and scripts.

Two illustrated manuscripts prepared under the title DaSavatara or
Dasavatara-katha belonging to Ranbir Singh’s period (1857-85 C.E.)
are preserved in Sri Pratap Museum, Srinagar.”” One of them is in the
Mughal style by a Muslim artist who adapted depiction of nature in all

its minute details.

A manuscript of Bhagavata purana, dated 1648 C.E. at Bhandarkar
Oriental Research Institute, Pune, contains illustrations of DaSavatara.
P.K. Gode who first reported the existence of the B.O.R.I. Bhagavata
purana manuscript, states that the total number of folios of this
manuscript is 334 and that of these 129 contain illustrations. This
manuscript was copied in 1648 C.E. at Udayapura by Jasavanta and
the illustrations were made by the painter Sahibadin. The illustrations
of this manuscript are included in Rajasthan paintings and they are of
Mewar style. The B.O.R.I. manuscript is a work that became a

standard for manuscripts not only in Mewar but also throughout India.

’Sukhadev Singh Charak: Jammu Ragamala Paintings, Pub. Abhinava Publications, New
Delhi, (1998), PP.9
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A copy of this manuscript is published by the Centre for East Asian
Cultural Studies for UNESCO.

The manuscript contains only four skandhas of Bhagavata purana and
illustrations related to Matsya (PL.4, Fig.8a,b,c), Kurma (PL.5,Fig.9),
Vamana (PL.5,Fig.10a,b and PL.6,10c), Para§urama (PL.6,Fig.11a and
PL.7,11b), Rama (PL.7, Fig.12) and Krsna (PL.7,Fig.13) avatara. The
illustrations in the twelfth skandha are related to Kali yuga (PL.S,
Fig.14).

Another manuscript of Bhagavata purana in Persian script (PL.9, Fig.
15.a/b/c/d/e) and two illustrated manuscripts of the Paficaratna Gita at
B.O.R.I. also contain illustrations of Dasavatara. Several manuscripts
having such illustrations can be seen in various collections in Pune
city; which may number in hundreds if a comprehensive survey is

undertaken.

There are collections of manuscripts of devotional padas about the ten
incarnations of Visnu, mainly by Jaggajyoti, Bhupatindra,

Jagadpraka$a, Candraprakasa, and Ranajita>®.

2.4.5 Tanjavur paintings

Tanjavur painting dates back to the early 9th century C.E. a period of
Cola rulers. This is a classical South Indian painting style belongs to
the town of Tanjavur in Tamil Nadu state. These paintings are famous
for their beauty and elegance. Usages of rich-bright colours with gold
and detail workmanship are some of the prominent features of these
paintings. The themes and scenes like DasSavatara (PL.8, Fig.16) are
used for these paintings. Traditionally pearls, rubies, real diamonds
and other precious stones as also gold were used to make Tanjavur

paintings.

% Sujit Mukherjee, A Dictionary of Indian Literature: Beginnings-1850, Pub. Orient
Longman Limited, New Delhi 1100002, First Edition, 1999. Pp.86.
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Tanjavur paintings are found in the following literary works-

1. Sanskrit work Prabodha Chandrodaya has a few pages of Tanjavur
Paintings.

2. Marathi translations of Mahabharata and Bhagavata which are
works of the painter Madhavaswami dated 1824 century C.E.

3. Paintings of gods and goddesses occur in the wooden covers of
every part of an edition of the Rgveda made in King Sarfoji's time.

2.4.6 Rajput paintings of India

This style of Indian painting evolved and flourished, during the 18th
century C.E. in the royal courts of Rajputana. Rajput paintings depict
a number of themes, events in epics like the Ramayana and the
Mahabharata, Krsna's life, beautiful landscapes, and humans™. The

Rajput style can be divided into two major sub-styles.

1. The Rajasthan style- The Kalam style of miniature painting that
developed around Jaipur, Udaypur and Mewad.
2. The Pahadi style- The style of painting which developed in the

mountainous regions of the Himalayas.
e Rajput paintings

The colour scheme of the Rajput paintings is very suitable for the
expression of the mood of the theme. They have used bold and bright
colours such as red, yellow, green, orange, blue, white and black. The
appropriate use of contrast, bold and bright-coloured human figures

are some of the special features of this style.

> Kulkarni Vinayak, (1996), Bharatiya Kala: Udgam ani vikasa, Suyog Publications,
Pune, PP.87
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e Pahadi Paintings

The style of miniature painting that developed in the mountainous
regions of the Himalayas such as Kangra, Jammu, Basauli, Gaghwal,
Guler, Chamba etc. is known as the Pahadi style or Kangra Kalam.
Rajasthan had become the centre of social an cultural progress during
the 15™ and 16™ century. The developments in religion, culture,
literature, dance and music etc. all had their reflection in this art.
During the 16™ century Rajasthan and the nearby mountainous area
were completely under the influence of the bhakti movement. All
manifestations of art came to be looked upon as forms of service to
God. It was the worship of Krsna that had particularly spread far and
wide. The colour scheme of the Rajput painting is very appropriate for
the expression of the mood of the theme. They have used bright
colours such as red, yellow, green, orange, blue, white and black.
Dispite the gaudiness of the colours the space, balance, division and

composition made the pictures attractive.

Pahadi painting is the name given to a Pattacitra style of Rajput
paintings.” The illustrative work based on the life of Krsna and the
story of Usa and Aniruddha from the Bhagavata Purana were other
notable works of art. DaSavatara, attributed to the mid 18th century
C.E., executed by artist Mahesh® was a significant work from this

school.®

Pahadi paintings have been widely influenced by the Rajput
paintings. With the emergence of Bhakti movement, new themes for
Indian Pahadi paintings came into practice. The Saiva-Sakta themes
were supplemented by poetry and folk songs of Lord Krsna and Lord
Rama. At the same time, the themes of the paintings revolved around
love and devotion too. There was also an illustration of great epics,

puranas, etc.

“Kulkarni Vinayak, (1996), Bharatiya Kala: Udgam ani vikasa, Suyog Publications,
Pune, PP. 88-89

o1 As reported in www.culturalindia.net/indian-art/paintings/

62 As reported in www.ethnicpaintings.com/
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e Bilaspur Paintings

Bilaspur town of Himachal witnessed the growth of the Pahadi
paintings around the mid-17th century C.E. Apart from the
illustrations of the Bhagavata Purana and Ramayana, artists also made

paintings on Rumals (coverlets) for rituals and ceremonies.

2.4.7 Pattacitra

Pattacitra refers to the folk paintings of the state of Orissa. 'Patta’ in
Sanskrit means 'resami vastra' or Silk clothing and 'citra' means
paintings. The theme of Orissan painting centres round Vaisnavism.
Since the beginning the Pattacitra culture is linked with the worship of
Lord Jagannath, who was the major source of inspiration. The themes
of Pattacitra are mostly mythological and folk stories. Themes relate
chiefly to Lord Jagannath and Radha-Krsna and the ten incarnations of
Visnu based on the 'Gita Govinda' of Jayadeva. Most used colours are
red and dark royal blue. Lord Krsna with his flute or dancing with
Radha in his arms or holding the mountain Govaradhana with his
finger and the DaSavataras (PL.1,Fig. 4) are mostly depicted in the

paintings.

2.4.8 Kalamkari

Kalamkari paintings are hand-painted tapestries and hangings in
temples. The word Kalamkari is derived from kalam, meaning pen;
and kari, meaning work. In these paintings vegetable dyes are used
with strong outlines in brown and black. This kind of paintings on
cloth is done in Kalahasti in Andhra Pradesh also in Gujarat,
Rajasthan, Orissa and West Bengal. The paintings are made up in
panels depicting a story from the ancient Indian epics and themes like
Dasavatara (PL.1,Fig. 3). In Gujarat the main centre for Kalamkari is

Ahmedabad where in the temples the curtain of the goddess is painted
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in Kalamkari style like the picchavais in Havelis. Vaghri men do the
outline of the painting, and the main portion of the painting is done by

the women of the Vaghri families.

2.4.9 Madhubani

Madhubani paintings or Mithila paintings is a style of traditional
Indian painting, practised in Bihar. These paintings are made on
various media such as cloths, handmade paper and canvas. The main
themes of Madhubani paintings contain images of Hindu gods and
goddesses such as Lord Krsnona, Rama, Siva, Durga, Laksmi,

Saraswati and Dasavatara (PL.1, Fig. 5) and so on.

The artists prepare the natural colours that are used for the paintings.
Black colour is prepared by cow dung. Yellow colour is made from
combining turmeric with the milk of banyan leaves. Blue colour is
made from indigo and red from flower juice or red sandalwood. Green
colour is extracted from the leaves. White colour is made from rice
powder and orange from Palasa flowers. Shading technique is not used
while applying the colours. Always there is a double line, which is
drawn as an outline and the gap between the two lines is filled with

either cross or straight small lines.

2.4.10 Embroidery

Hand embroidery is an art of decorating cloth using needle and thread.
It 1s said that the art of hand embroidery was first developed in the
eastern countries including India. In India the art of hand embroidery
is known as Bharatakala. This word originates from the Sanskrit word

‘bhru’ which means to fill or to complete.

Vatsyayana has included the art of embroidery under the title
‘suciwakarma’in the list of sixty four arts in the Kamasutra. Indian

people are religious and worship different deities in the form of idols.
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The cloth made for these idols is also richly decorated with fine,

delicate and colourful embroidery work.

Chamba a region in Himachal Pradesh is famous for embroidered
handkerchiefs and scarves. Drawings are made on white, light yellow
and orange colour cotton cloth and then embroidery work is done

using silk thread and running stitch.

The art of embroidery on rumala with Silk threads was practised
probably from very early times. The earliest rumala influenced by the

Pahadi style of painting which belongs to the 16" century C.E.

A strong sense of pattern is seen in some of the earliest embroidered
Rumadla. In this type of embroidery the scenes of Krsnalila, Rasalila
and DaSavatara (PL.3, Fig. 7) etc. and also the human figures with

trees, leaves, flowers etc. are included in the designs.

The Balucart Sarts of East India are often reckoned with the patterning
of Sun, Moon, Stars, and mythical scenes. Also the motifs of natural
objects with repeating pictorial themes are embroidered in the border
of a Sar1t (PL.3, Fig.6a, b and c). The end piece of Saris or padaras,
are the main attraction as they manifest the narrative motifs of

Ramayana.

2.4.11 Kondapalli toys of Andhra Pradesh

These hand-crafted toys got their name from the village Kondapalli. The
craftsmen who make the Kondapalli toys are called aryaksatriyas and this
traditional art form is handed down from one generation to another. It is
believed that aryaksatriyas migrated to Kondapalli village around 16"

century C.E. from Madhya Pradesh and Rajasthan.

Kondapalli toys are made of “fella poniki” which is softwood. First the

wooden piece is heated to make it moisture free. And then different parts
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of the image are carved separately. The parts are then joined together.
Sawdust and tamarind seed paste are used as glue to give finishing touches
to the toys. Once done, the toy is painted with white lime colour and left to
dry for one or two days. Natural vegetable dyes as well as oil paints are
used to paint these toys. Kondapalli toys depict scenes from mythology
and actual life. Decorated Elephants, Dasavatara, Lord Hanuman,
wedding processions, and many other themes are depicted through these

toys.

2.4.12 Ganjifa

The Ganjifa playing practices in India were introduced and
popularized by the Mughal emperors in the 16th century C.E., Mr.
Rudy Von Leyden, an Austrian scholar opines that Ganjifa is supposed
to have travelled from Persia to India. The Persian etymology ‘ganj’

denotes treasure, or minted money.®

Bisnupur witnessed the rise of a glorious tradition of art, craft and
culture since the 700 C.E. under the patronage of the Malla kings of
Bankura.*” The tradition reached its zenith during the reign (1565 to
1620 C.E.) of Malla king Veer Hambir, the 49th ascender to the
throne®. This period can be called as the golden era of arts and
classical culture. According to some scholars, under the influence of
Vaisnava guru Srinivasa Acharya, Veer Hambir was inspired to create
a distinct style of art and to nurture a different type of cultural
atmosphere in Bisnupur®. Dasabatara Ta$ of Bisnupur was the same
form of a game which is known as DaSavatara Ganjifa, used to be
played during the time in Maharashtra. It is interesting to note that the

Gangifa artists might have been influenced by the DaSavatara figures

% Chitrolekha International Magazine on Art and Design, Vol. 1, No. 2, August, 2011, As
reported in http://www.chitrolekha.com/lost-game-dashabatar-taas-of-bishnupur/, PP.83
* Ibid. P.83

% Ibid.PP.83

% Ibid.PP.83
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which were used on the panels of various temples and on traditional

Pattacitras.

Rudy Von Leyden, an Austrian scholar® had written an article on the
same subject in Marg (Vol. 3 - Issue 4, 1949) in which he had stated
that "there were still a dozen families eight or ten years ago in
Sawantwadi which were engaged in painting DaSavatara ganjifas with
surprising vitality of design"®. Sawantwadi people claim that in daftar
they have a letter from Nana Phadanvis who was a Prime Minister of
the Peshwas, which shows in writing an appreciating the gesture of the

Sawantwadi ruler for sending him the excellent ganjifa sets®.

The designs of the cards of DaSavatara Ganjifa use motifs from the ten
Avatara of Visnu™. It is said in the Bhagvata Purana that by invoking
the name of Vaikuntha by gestures and even by way of joking or
abuse, sins are washed away. Similarly while plying the game, it is
considered very auspicious if the name of God is used by saying,

"your Rama did this" or “your Brahma did that" or "your Narasimha

lost and my Matsya won".

Dasavatara Sawantwadi ganjifas are based on DaSavatara. There are
total 120 cards in each set of Dasavatara ganjifa cards. There are two
picture cards and the remaining ten are numerical cards. One card
illustrates the avatara of Visnu, the other shows the image of Vazir.
There is a rule for starting the play in the day time and night time. A
player having Rama avatara card can start playing first in the day time
and Krsnavatara card holder starts the play at night time. The player

who plays first 1s called surkya. During the first four decades of the

"Desai Shivaprasad : Tumhala Ganjifa mahit ahe?, Saptahik Sakal, Year 22, Issue 37, 26"
June 2010, Pune-2, PP. 6

% As reported in http://www.maharashtratourism.gov.in/

% Ibid. PP. 10

" Ibid. PP. 9
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twentieth century C.E., the craft of Sawantwadi reached several

museums in the West.”!

e Dasavatara Ganjifa pack

The Citrasala Press published a very interesting Dasavatara Ganjifa
pack. These cards are handmade and circular in shape. The designs
have a particular style of painting motifs. It was played during the
time of the Peshwas. During the reign of Bajirao II, this game was
brought to Vidarbha; primarily in Mahur Village of Kimwat District of

Marathawada. From Mahur Village, the game came to Pune district’.

In the Citrasala pack the ten suits are provided each named after an
Avatara. They are Matsya, Kurma, Varaha, Narasimha, Vamana,
Parasurama, Rama, Krsna, Buddha and Kalki. The Raja cards show
scenes from the avatara in which Visnu, is shown in blue colour. The
order of the ten suits of avatara’s puts Krsna in the eighth suit, this
combination and order of the avatara appears only in the cards of
Sawantwadi in Maharashtra. All of the Pradhans figures are shown
riding on white horses while the Raja cards show scenes from the ten

avatara.

o,

+ Matsya Suit
Visnu is holding a Sankha, mace and khadga and holding the running
demon, Hayagriva, who has a sword and shield in his hands. (PL.10,
Fig. 17 a)

+ Kirma Suit
The depiction is similar to Matsya but in this picture Visnu is

emerging from the mouth of a large turtle. (PL.10, Fig. 17 b)

""Desai Shivaprasad : Tumhala Ganjifa mahit ahe?, Saptahik Sakal, Year 22, Issue 37, 26"
June 2010, Pune-2, PP. 11
> As reported in http://www.ganjifa-kishor.com
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¢ Varaha Suit
Varaha is shown holding a chakra, mace and sword. Clad in a brown

dhoti. He is attacking the demon Hiranyaksa. (PL.10, Fig. 17 c¢)

o,

% Narasimha Suit
Narasimha is shown tearing up the demon HiranyakaSyapu with both

hands on his knees. (PL.10, Fig. 17 d)

o,

s Vamana Suit
Vamana is shown holding a chhatri in one hand with the other hand
extended. King Bali is seated on his throne and in the process of

pouring water from a vessel. (PL.10, Fig. 17 e)

A note written by Hana Knizkovo of the Naprstkovo Museum of
Prague on Sawantwadi painters concludes”:

"The art of the Sawantwadi citaris has vanished long ago. In the year
1888 C.E. there worked only two painters; their existence was ruined
by the import of articles from Europe and China. The traditional
paintings of the citaris however, retained their character of original
home-made creations, the technological process of which, and the
aesthetic norms, had a close relation to the classical art of the Deccan

and South India""™.

The new generations of citaris of Sawantwadi are today engaged in
creating all those traditional craft objects, including Ganjifas.” In the
seventies of the last century, a collection of Sawantwadi products were
even sent for the International Exhibition where it was highly
praised”. It is great to see that such a precious traditional craft of

Sawantwadi has come to life once again in full glory.

73 As reported in www.maharashtratourism.gov.in/

"As reported in www.maharashtratourism.gov.in/

"Desai Shivaprasad : Tumhala Ganjifa mahit ahe?, Saptahik Sakal, Year 22, Issue 37, 26"
June 2010, Pune-2, PP. 8

76 . . .
As reported in www.maharashtratourism.gov.in/
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2.4.13 Epigraphic Evidence

The description of DaSavtara is found widely, starting from stone,
bronze, inscriptions, Pattacitra and also in Palmleaf painting. The
literary and epigraphic sources throw considerable light on Dasavtara
of Visnu. The Ajmer stone inscription”’ of the king Vigraharaja of the
Chauhan dynasty refers to the DaSavtara of Visnu like Kurma, Mina,
Varaha, Nrsimgha, Vamana, ParaSurama, DaSarathi- Rama, Krsna,

Buddha and Kalki.

In the inscription” at Khajuraho dated 953 C.E., a new word
Pursasimha is used. Here Vasudeva is addressed in the form of boar
and Pursasimmha, pursa of course is used for man and sirtha is lion so

that it means man-lion incarnation.

The earliest epigraphic evidence on Narasimha avatara is found in the
Sripura Stone inscription” of Mahasivagupta Balarjuna of 8th century

C.E. The inscription begins with an invocation to Pursottama.

We also find a stone inscription engraved on the wall of the temple of
Nrsimhanath and the Cate§vara Temple. The Harsolm copper plate
grants® of the Paramara king Siyuka open with an invocation of Lord

Visnu in his Narasimha incarnation.

7 Pal Bharati, The Odisha Review,Epigraphic Evidences of Narasingha Avatara of
Jayadeva's Geeta Govinda, Published by Information & Public Relations Department,
Government of Odisha, Vol. LXVIII No.9, April 2012, Bhubaneswar — 751001,PP.85.

® Ibid, PP. 86

"Pal Bharati, The Odisha Review,Epigraphic Evidences of Narasingha Avatara of
Jayadeva's Geeta Govinda, Published by Information & Public Relations Department,
Government of Odisha, Vol. LXVIII No.9, April 2012, Bhubaneswar- 751001, PP.85

% Ibid, Pp.86

66



2.4.14 Use of colours in NatyaSastra

The Natya$astra takes up the topic of colour (varna®) in the chapter on
aharyaabhinaya (adhyaya- 23) in connection with the actor’s make-up
(angaracana®). The presentation of the theory of primary and
derivative colours has been occasioned, by subsequent description of
the make-up applied on the faces and limbs of actors. It is worth
examining whether the primary colours play any significant role in the
choice of colours used in this make-up.

A few references to paintings and painters in the Natya$astra, even
though of supplementary relevance to the subject of this study are
given for the sake of completeness.

» In the chapters (2nd and oy, dealing with the construction of
the theatre building, we find references to paintings
(citrakarma) done on the plastered and polished surface of
walls, depicting men, women and creepers etc.

» The seventh of the ten arbitrators (prasnika) enjoined to assess
a play is a painter (citrakrta). His or her specific duty consists
of observing and evaluating the use of ornaments, dresses,
make-up etc. (mepathya) appearing in a performance.
(NatyaSastra, adhyaya-27. 62-63)

» In another chapter the importance of songs in dramatic
performances is highlighted by stating that, just as a picture
without colour does not produce any beauty, a play without
songs cannot become delightful. (NatyaSastra, adhyaya-32.)

» A painter (citrakara), lastly, is mentioned as one of the
members of the theatrical ensemble (nataka-mandali).
(Natyasastra, adhyaya-35. 105)

In view of the specific context in which colours are dealt with in the

NatyaS$astra it is likely that the painter’s main responsibility here lay

81 NatyaSastra of Bharata Muni by Babu Lala Shukla Shastri, Critically edited
commentary(Part-3),Chapter23,Chaukhamba Sanskrit Pratishthan, Varanasi-221001. PP.
140

81bid. PP.136
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in the application of the actor’s make-up. Different colour associations
mentioned in the NatyaSastra are culturally specific. The use of the
primary colours and secondary colours (upavarnas®) of painting, a
physical (arigaracana) is universally valid phenomenon and allows
people of different times and places to connect with its symbolism
more easily. In post NatyaSastra works dealing with the fine arts the
theory of four primary colours® (white, blue, yellow and red) has
mostly been adopted. It is clear that the preliminary nature of the
present study necessitates further research into the topics not or not
adequately dealt with here. The incorporation of information on
colours spread over the entire Natyasastra can produce a huge amount
of data. This information hopefully succeeds in offering a glimpse into
the traditional use and theatrical application of some fundamental

principles of art.

Observations

The history of art plays a significant role in influencing and motivating
artists. It provides encouragement and gives scope for creativity. There
are different styles of paintings which have emerged in due course of
time in different geographic locations as a result of religious and

cultural impact.

It can be proved by literary references that painting was a very highly
developed art in ancient India. The temples in India were painted in some
way and the sculptures were also brightly coloured. There was a tradition

of mural decoration in the temples.

The cave paintings of Ajanta were discovered in 1920. The Ajanta

paintings reflect accurately the design work in the weaving of the fine

8 NatyaSastra of Bharata Muni by Babu Lala Shukla Shastri, Critically edited
commentary(Part-3),Chapter23,Chaukhamba Sanskrit Pratishthan, Varanasi-
221001.PP.137
8 Ibid. Pp. 136
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Indian muslin, embroidery and brocade work on various materials.

These paintings reflect an emphasis on Buddhism.

The literary and epigraphic sources throw considerable light on DaSavtara
of Visnu. The Indian art that rendered religious themes like Ramayana,
Mahabharata and Dasavatara also shared a common pool of symbols.
For instance, in all the Hindu, Jaina and Buddhist themes alike, the
cakra and the padma similarly there was a common set of hand
gestures (mudra) by the position of fingers, hands, and limbs; and by
stance of images in paintings and in sculptures. We find the depiction
of all the usual ten avatara of Visnu in Indian paintings after Gupta

period.

In the 15™ and 16™ centuries Rajasthan became the centre of social and
cultural growth. The religious literature had a great impact on art.
Indian art and literature reflected the social life and religious beliefs.
Taking inspiration from the Vaisnavabhakti movement and traditional

devotional attitude the artists portrayed the mythological stories.

Many local styles of painting were prevalent in Rajasthan and the
mountainous regions of the Himalayas. Moghal Empire sought refuge
in this region and they brought along with them the Moghal art style.
These ‘Kalams® are recognised in two distinct styles viz. the

Rajasthani and the Pahadi.

The miniature painting style could not flourish in Maharashtra. One
can find references of Nana Phadanavis having brought samples of
miniature paintings from the North. Nana Phadanavis had got wall
paintings done in his wada at Menavali. Interestingly one can observe
the similar DaSavatara painting patterns in the entrance lobby of
Sanivarwada at Pune. These paintings reveal the miniature painting

influence.
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In the folk art of Jingari in Sawantwadi a style known as the Ganjifa
was well known. In this art the DaSavatara motifs are of great

importance.

It is especially relevant to point out here that the application of colours
in the DasSavatara paintings needs to be examined with reference to its
practical use in DaSavatara dance- drama. The kind of symbolism of
colour, or the language of colour associations, as in the Kathakali
dance-drama of Kerala, does not seem to have developed in this
context. The paintings are undoubtedly iconographically correct and
we can see that the theory has been followed practically in DaSavatara
dance- drama of Maharashtra. Thus, Krsna and Visnu are blue or
Bluish-black; the garments that Krsna wears or the objects that he
carries are according to iconographical concept. Another point of
concern is the elements which constitute the supporting elements and
varied stances and gestures etc. that the painter or the sculptor must
frequently have had in mind. Thus, the fragmented experience the
paintings now offer to the present-day viewers can only approximate
what they must have yielded to the viewers of the age to which they
first belonged. Paintings and sculptures of the DaSavatara have
influenced the attire, make-up and postures of the actors of DaSavatara

Nataka.

The study of the DaSavatara in Indian art and artist’s contemplation on
it has thus been important in the progress made in the different modes

of visual interpretations of the DaSavatara so far.
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2.5 DaS§avatara Sculptures

2.5.1 Introduction

Indian art of sculpture, painting, dance and theatre is like a pictorial
script which expresses the subtle thought of its mythology and
philosophy. Indian sculptures evoke visions of dance movement of
gods and human beings. The solid rock is made to live and give
impression that nothing is static. Ideas of time and space are woven in
to rock which seems to grow and expand with dynamic energy.
Possessed of aesthetic sensibility, one cannot but appreciate the
technical skill and imaginative power with which these sculptures are
moulded. The relationship of Indian sculpture, painting and dancing

can be analyzed from many angles.

An attempt has been made here to analyze the similarities of content
(theme) and form in regard with the DaSavataras without going into
the differences of opinion between the different authorities of the

Silpasastras and the Natyasastra.

Ten incarnations of Visnu are represented in Indian plastic art in
several ways. These sculptures show us, visibly in plastic form, the
exact nature and the development of stylization in dance and drama
during different period of history. Sources for the discussion made
here, include the description of DaSavatara images from the
Visnudharmottara Purana (5"-7" century C.E.), Khanda 1II, temples
dedicated to different avataras of Visnu and sculptured images of

Dasavataras in Maharashtra region.

The importance of Khanda 111 of Visnudharmottara Purana lies in the
incorporation of the topics of fine arts including literary art and

architecture, sculpture as also painting and dancing as they were
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practiced in ancient India, particularly in the Gupta Age.
Visnudharmottara  Purana  Adhyayas 44 to 85, describe
Pratimalaksana. The word Pratimalaksana means rules for proportion
of Pratima (image). It describes iconographic features of divine beings
in terms of religion and philosophy. It provides us with important

clues for interpreting and understanding religious sculptures.

The Pratimalaksana attempts to describe the icons of many major and
minor Hindu deities of ancient India with Visnu, as the central figure.
In Adhyaya 44 and 47 Visnu is described in detail. According to
Visnudharmottara Purana, Visnu should be represented as seated on
Garuda. He has four faces and eight arms. (The text of verses 11, 12
and 13 of Adhyaya 44 though not satisfactory, give the following
description.) — The eastern face is that of the Sun, Southern of
Narasimha, Western of Kapila, and Northern of Varaha. His right hand
carries an arrow, a rosary, a club and a sword. His left hand carries a
shield, a plough-share, a bow and a disc. The last adhyaya of

Pratimalaksna describes Visnu as Vasudeva in detail.*

In Adhyaya 78 we find the description of Narasimha Avatara. It says
that Narasimmha has thick shoulders, waist and neck. The middle part of
his body and his belly are lean. He has the face of a lion and the body
of a man and has a halo round him. He wears a blue garment and is
adorned with ornaments. His face and mane are surrounded with
flames and stands in alidha pose. He should be represented as tearing
the bosom of HiranyakaSyapu with his sharp nails. It is interesting to
note that the text also explains another ways of representing
Narasimmha® : as sitting at ease on the lion-seat and also he may be

made with all ornaments or void of ornaments. Here, the great Lord

% Shah Priyabala, Visnudharmottara-Purana, Third Khanda, Vol. II, Oriental Institute,
Baroda, 1961,pg.141, PP. 157
% ibid — PP. 158
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Visnu assuming the form of Narasimha is named Jiiyana or knowledge

and the demon king Hiranyakasyapu represents ajiiyana or ignorance.

Adhyaya 79 describes Varaha aspect of Visnu. Varaha is the
embodiment of might and by his power he lifts up the earth on the tip
of his tusk. He is to be represented in another way, as a human boar
form called as Nrvaraha (PL. 17, Fig. 1) i.e. human body with the face

of a boar and should be represented on Sesa.”’

The last Adhyaya of Pratimalaksna is called Devodyana Rupa
Nirmana. The idea seems to present a collective description of all the
gods. In this the first 60 verses are devoted to the description of Visnu

in his various aspects along with his attendants & implements.

Vamana should have crooked limbs and fat body. He should carry a
staff. His colour is dark like dirva grass and wears black antelope

skin.

Trivikrama in colour resembles the colour of the water-laden cloud.
He bears a staff and a noose and a sankha on his lower lip (as if

blowing).

The form of Krsna has been described along with Hari, the son of
Varuna, Hamsa, Matsya and Kirma who should have their natural
forms. But Janardana should be shown as a horned fish. Or he should
have the form of a beautiful woman and should be decorated with all
ornaments. She should carry a pot of nectar in her hand and giving

large gifts.

87 Shah Priyabala, Visnudharmottara-Purana, Third Khanda, Vol. II, Oriental Institute,
Baroda, 1961 ,PP. 162
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Rama Bhargava i.e. ParaSurama, son of Bhrgu should be so
represented as to make him difficult to look at on account of his
matted locks of hair. He wears antelope skin and has an axe in his

hand.

Rama DaSarathi i.e. the son of DaSaratha should be represented with
the royal insignia, Similarly Bharata, Laksamana and Satrghna should

be represented but without a mauli (crest).

Balarama, also identified as Samkarsana, carries a plough-share and a
pestle. He is of white colour. He wears Kundalas in his ears and wears

dark blue garments. His eyes are intoxicated with drinks.

These manifestations should be represented after knowing their
functions and consulting the scripture. It is also mentioned that it’s
impossible to describe in detail the manifestations of Visnu, the god of

gods.

2.5.2 Attributes of Visnu and his Avatara represented

on their images as given in the

Visnudharmottara®
Images Hands | Weapons Other attributes
Right Left
Visnu 8 An A skin, a

arrow, a | garment, a
rosary, a | bow
club

% Priyabala Shah, Visnudharmottara Purana, Khanda III, Vol. II, oriental Institute,
Baroda,1961,University Publications Sales Unit, Baroda-I,PP.164
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Narasimha 4 The Club, lotus Piercing the heart
conch, of Hiranyakashipu
wheel with sharp nails.

Vamana 4 A staff Having narrow

joints and ready for
study.

Trivikrama 4 Staff, Noose and Conch

Rama (i.e. 4 An axe Matted locks of

Parasurama) hair.

Bala (i.e. 2 Carrying the plough- Eyes dilated

Balarama) share and the club through wine.

Vasudeva 2 Sun Moon

Samkarsana |2 Club ploughshare

The contribution of the third khanda of Visnudharmottara is in
understanding ancient art and religion and the first attempt to make
anthropomorphic concepts of gods and goddesses superhuman which
has resulted in giving them huge forms with a metaphysical and a

spiritual interpretation.

There may have been the spiritual influences of the Buddhist and Jain
thought in the age of Visnudharmottara but we do not find Buddha’s

representation as Visnu’s Avatara in the Pratimalaksana.

2.5.3 A brief account of a few sculptures which illustrate

some of the Avatara mentioned in the Da§avatara list.

The ten Avataras carved in a row on stone slabs were usually placed in
different parts of the vaisnava shrines as decorative reliefs. They were
also represented on one side of the small stone or metal plaques
known as Visnu pattas (PL.17, Fig.2) found in Bengal region. Separate

representations of many of them are also known, though some of them
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were more frequently singly represented than the others. Varaha,
Narasimha and Vamana as separate figures are more common than the
others, and they had sometimes independent shrines of their own in
Vaisnava religious establishments. None of the separate or group
representations, however, go back to a period earlier than the Gupta
age; the images of Samkarsana-Balarama of the Kusana age (PL. 17,
Fig. 3) were found in the Mathura region®. Some of the Gupta
inscriptions either record the construction of independent shrines in
honour of some of the Avataras, or refer to the myths they illustrate.”
The Matsya, Kurma and Varaha Avataras, were originally associated
with Brahma Prajapati, but with the development of the Vaisnava cult
they were transferred to their composite god. In his Fish (Matsya)
incarnation, the god rescued the Vedas and the nuclei of the universe
from destruction in the deluge, and in his Tortoise (Kurma)
incarnation, he supported the mountain Mandara used by the Devas
and Asuras as the churning rod when they churned the ocean. These
two incarnations are represented in two ways, either in a purely
theriomorphic form or as hybrid forms in which the upper half is
human and the lower half, animal. We cannot find any Vaisnava
emblem in its purely theriomorphic representations of these two
Avataras. But in their hybrid forms, the upper human part holds the
usual attributes in the four hands. The Boar (Varaha) incarnation is
represented in several ways, either in theriomorphic form or in hybrid
form. But in this form the hybridity lay in the head alone, all the rest
of the body being shown as human. The Eran Inscription of the time of
Toramana engraved on the chest of a red sand stone image of a Boar
represents Visnu in his Varaha Avatara. Varaha is lifting the earth and
the mountains are trembling. Many such figures of the Varaha Avatara

have been discovered in different parts of Northern India.

% Joshi N.P., Bharatiya Murtishastra, 1* edition, (1979), Pub. A.A Kulkarni, Controller,
prakashan samiti. U.B.P. Board, Pune-30, PP. 75

% Jitendra Nath Banerjia, Development of Hindu Iconography, Ed.1986, 3™ revised
edition, Munshiram Manoharlal Pub. Pvt. Ltd. New Delhi, PP.412
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A comparison between the Varaha reliefs of Udayagiri near Bhilsa,
Madhya Pradesh (PL.17, Fig. 4) and in Badami (PL.17, Fig. 5) will
show the difference in the treatment of the same motif. The south
Indian artists of the early Chalukya period introduced more finesse.
The Mahabaliptram composition (7" century C.E.), illustrates the
same theme. The Pallava artist has more emphasis on the aspect of
loving reunion between the god and his divine consort Bhumidevi than
on laying stress on the forceful act of her deliverance. Two other types
of Varaha Avatara, Yajna (PL.17, Fig. 6) and Pralaya Varaha are
mentioned by Rao on the authority of the Vaikhanasagama. In the
former the god is shown seated in lalitasana on a lion seat,
accompanied by his two consorts Laksmi and Bhu, and in the latter

sitting in the same pose he is attended only by Bhudevi.”

The Narasimha Avatara, in the list of the DaSavataras, was always
represented in a hybrid form. The name is a compound of Nara (man)
and simha (lion), the face is only that of an animal and all the other
parts of the body are human. The story behind the primary figure of
this incarnated form of Visnu is well known. One of the several
attributive epithets of the Avatara, viz., and sthauna (from the word
sthauna meaning a column) is significant. The god came out of a
column when it was broken in anger by the demon HiranyakaSyapu, a
great hater of Visnu. Many reliefs depicting this theme have been
recovered from various parts of India. A large number of them
represent either the combat between the god and the demon or the

killing of Hiranyakasyapu by Narasirhha.”

Many other north and south Indian sculptures in stone and bronze

represent the same theme. E.B. Havell remarks about the Ellora relief:

! Deglurkar G.B.: Visnu Murte Namastubhyam, Shri Dvarkadhish Charitable Trust,
Karnala, Raigad, 2007, PP. 47
1bid, PP. 48-49.
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(PL.18, Fig. 7) “The sculptor has chosen the moment when the terrific
apparition of the man-lion rushes forth to seize HiranyakaSyapu, who
was taken unawares and with the mocking taunt still on his lips, makes
a desperate effort to defend himself”; He speaks highly about the
technical strength and imaginative power manifest in the treatment of

the subject.

The Vaisnava devotees however do not seem to have been inclined
always to depict this aspect of Narasimha in ugra or terrific form
(PL.18, Fig. 8). Visnu and most of his aspects were pre-eminently
gods of love, and whatever deeds of destruction were associated with
in some of his forms were acts of grace and deliverance, and these
were rarely represented in iconographical art. They are more often
shown in their graceful form with their consorts, such as Laksmi

Narasimha (PL.18, Fig. 9).

According to the Vaikhanasagama characterisation of Narasimha and
Kevala Narasimhha, he is a god of peace, tranquillity and yogic
meditation. Such a peaceful Narasimha is shown in one of the Gupta
terracotta seals.” This sort of Narasimha again is illustrated by the
Badami relief (PL.18, Fig. 10). A four-armed Narasimha seated in
sukhdasana on a lotus holding cakra, gada and Samkha (the front left
hand resting on the left knee) with probably Prahlada in the right
corner paying respects to his god is shown carved inside a caitya
window niche in the Gupta temple of Deogarh. The stone figure of
Kevala Narasimha from Halebidu depicts the god seated with slightly
raised legs and yogapatta (PL.18, Fig. 11), and a fierce-eyed lion-face.

Its prabhavali contains the tiny figures of the Dasavatara.

%Jitendra Nath Banerjia, Development of Hindu Iconography, Ed.1986, 3™ revised
edition, Munshiram Manoharlal Pub. Pvt. Ltd. New Delhi, PP.417
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Vamana, Visnu’s fifth Avatara (PL.18, Fig. 12) has clear Vedic
affiliation. The Sculptures illustrating the Vamana incarnation fall

under two categories™,

1. The dwarf (Vamana, PL.18, Fig. 13) and

2. The huge colossus (virataripa) about to take three steps
(Trivikrama, PL.18, and Fig. 14).

The texts enjoin that Vamana should be Panchatala (according to
Sangita Ratnakara 1 Tala = 12 fingers) in measurement, two-armed,
holding an umbrella and a staff, and should appear as a teen-aged
Brahmacarin, while the Trivikrama Viratarupa should be four or eight-
armed with right or left foot firmly planted, the other leg thrown
upwards as if to attack the heavens. In Mahabalipuram relief (PL.19,
Fig. 15) the scene of the actual granting of the land is not depicted.
The Badami relief also, though it does not contain many of the
accessory figures present in the other, illustrates this scene. Both the
Badami and the Mahabalipuram figures of Trivikrama are eight-
armed. Separate figures of Vamana are very rare, and such figures are
almost always four-armed, the four hands holding the usual Vaisnava

emblems.

The next three incarnations (the human ones) are Bhargava Rama
(ParSurama), Rama and Balarama. The mythology associated with the
first clearly points out that he was the symbol of the militancy of the
Brahmans against the Ksatriyas. He is said to have destroyed the
Ksatriyas as many as 21 times. Dasarathi Rama’s charecter as an ideal
of manhood and the story of Ramayana is well known. It appealed to
the imagination of the people of India as an ideal of manhood. A
confusion of ideas about Balarama’s exact identity, however, remained

in the minds of the Indian myth-makers, for different texts present him

% Deglurkar G.B.: Visnu Murte Namastubhyam, Shri Dvarkadhish Charitable Trust,
Karnala, Raigad, 2007, PP.51-52.
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in different forms. In one form Balarama is a sort of a bucolic deity
connected with agriculture and harvests, in another he is the
incarnation of Ananta Naga, a companion of Vasudeva-Visnu, and
last, though not the least, he was the elder brother of Vasudeva
himself in which character he was first a Vira and then a Vyuha.
Again, in the list of the ten incarnations his place is sometimes, though
rarely, occupied by Vasudeva-Krsna himself.

There are not many variations in the iconographic types of these

human incarnations (PL.21, Fig. 16 a,b,c)

Parasurama, as this form of his name indicates, should hold a battle-
axe (parasu) in his right hand, and in the DaSavatara slabs he is
invariably shown as two-armed. Some texts, however, describe a four-
armed variety of his image; such images are separate representations,
and are extremely rare. Thus, the four-armed image of this Avatara
from Ranihati (Dacca) (PL.19, Fig. 17) is of unique importance; its
front right hand holds a battle-axe, the remaining hands holding a

Samkha, a cakra and a gada®”.

Images of DaSarathi Rama are usually devoid of any complexities.
Though the Gupta inscriptions do not refer to Rama incarnation,
reliefs illustrating episodes of Rama’s story and belonging to the
Gupta period are still extant in the Dasavataras. In the reliefs of the
early and late mediaeval periods, Rama is almost invariably depicted
as two-armed, his hands holding a bow and an arrow (PL.19, Fig. 18
a- b). Separate cult images of him in stone and bronze of a
comparatively late period are known. In these he is usually shown
accompanied by his queen Sita, his devoted brother Laksmana and his

faithful devotee Hanuman. Scenes from the Ramayana are very

* Deglurkar G.B.: Visnu Murte Namastubhyam, Shri Dvarkadhish Charitable Trust,
Karnala, Raigad, 2007, PP.53.
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frequently found illustrated in the early and late mediaeval temple

walls in India.

The life-history of Krsna and Balarama is fully told in the Harivamsa
(a Mahabharata supplement), in the Bhagavata and other Puranas and
in many other texts. In a sense they are the real Avataras, for
according to the epic and Puranic tradition they came to live among
men for the attainment of virtuous ends. The Matsya Purana says that
‘the placing of a gada in the left hand of Visnu in his Krsna Avatara is
meritorious’ (BP.10. 258) The stories connected with the childhood
and youthful days of Krsna and Balarama were already well known in
the early centuries of the common era. The sculptures on some
mediaeval Vaisnava shrines at Tripuri (modern Tewar in Madhya
Pradesh), and the late mediaeval temple carvings of various other parts
of India illustrate many Krsnayana as well as Ramayana scenes.
Separate sculptures of Krsna (PL.19, Fig. 19- Somanathpura) are also
known from comparatively early times. The theme of the divine acts
of love was emphasised in many of them, and some outstanding works

of art were produced in wood, stone and paint.

Balarama’s importance in the cult is proved by literary as well as
archaeological data. One of the earliest Brahmanical images is of
Samkarsana which was found at Mathura, and it is now in the
collection of the Lukhnow Museum. The god stands under a canopy of
serpent hoods, holds a pestle (musala) and a ploughshare (hala) in his
hands, wears a short dhoti, usual ornaments and a massive turban; the
right leg is slightly bent at the knee. The last two incarnations of

Visnu are seldom, if at all, represented separately.

Buddha is mostly omitted in south Indian Da$avatara relief, his place
being occupied by Krsna (PL.19, Fig. 20). The exponents of

Brahmanical Hinduism reviled, in no uncertain terms, the religious
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system centring round the great reformer, but could not ignore him
altogether. The Bhagavatas came to regard him as one of the
incarnations of their god who, according to them, incarnated himself
in the world as Mayamoha (‘the arch Deluder’) to create confusion
among the Daityas by preaching false and anti-Vedic doctrines among

them and thus cause their destruction”.

The Brhatsamhita describes his image in this manner: ‘Buddha should
have the palms of his hands and the soles of his feet marked with
lotus, he should be placid in form and his hair should be very short
(sunica; a variant reading is sunita meaning “well-arranged” — both
readings would suit a Buddha image (PL.19, Fig. 21): he should be
seated on a lotus seat and should appear as the father of the whole
world.” In the Dasavatara slabs, Buddha is almost invariably shown

standing, with his right hand in the assurance pose.

Visnu is yet to incarnate himself in the end of the Kali Yuga (as he
appeared in the end of the Dvapara Yuga for the establishment of
righteousness and virtue) as Kalki the son of the Brahmana Visnuyasa.
Two varieties of Kalki’s images are described in the HayaSirsa
Pancaratra and in the Agnipurana, as two-armed and four-armed also.
The two-armed variety described in the Visnudharmottara as ‘a
powerful man angry in mood, riding on horseback with a sword in his
raised hand’ (PL.20, Fig. 22). It can be recognised in the last figure of

the DasSavatara slab. Separate figures of the Kalki avatara are not

known.

% Jitendra Nath Banerjia, Development of Hindu Iconography, Ed.1986, 3" revised
edition, Munshiram Manoharlal Pub. Pvt. Ltd. New Delhi, PP.424
Jitendra Nath Banerjia, Development of Hindu Iconography, Ed.1986, 3" revised
edition, Munshiram Manoharlal Pub. Pvt. Ltd. New Delhi, PP.424
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2.5.4 Temples dedicated to different Avataras of Visnu in

India

Temples are a comprehensive reflection of all fine arts. The
ornamental sculptures and paintings therein and also the artefacts are
always in harmony with each other and they reflect the same idea. It
becomes impossible to consider them separately. Consequently, to
review the location and to study the temples dedicated to different
Avatara of Visnu also becomes the part of this study. The temple at
Deogarh in Lalitpur district of Uttar Pradesh built around 500 C.E is
the only temple which is known as ‘DaSavatara Temple’. This Visnu
temple was renamed as DaSavatara Temple by the archaeologist
Cunningham. Mamlapuram inscription of 8" century mentions
incarnations of Visnu.

Kailasanatha temple and DaSavatara cave at Ellora bear the sculptural
representations of some Avatara of Visnu. The DaSavatara cave
number fifteen at Ellora in Maharashtra was begun as a Buddhist
monastery, created during Rastrakuta period. It has a free-standing
monolithic mandapa in the centre of an open court. And behind the
mandapa there is a two-storied excavated temple. The plan of the
temple is closely related to cave numbers eleven and twelve. There are
huge sculptural panels between the walls and columns®™ on the upper
floor illustrate a wide range of themes, which include some avataras
of Visnu. The finest relief of this cave is the one depicting the death of
HiranyakaSyapu, where Visnu, emerges from a pillar in sthauna
Narasimhha®” form. The huge panels outside the Kailasnatha temple

depict Varaha, Narasimha and Trivikrama (Vamana).

In Bhopal, the group of temples consist of shrines dedicated to ten

incarnations of Visnu. Formerly they had the images of one or two

% Deglurkar G.B.: Visnu Murte Namastubhyam, Shri Dvarkadhish Charitable Trust,
Karnala, Raigad, 2007. PP.46
“Deglurkar G.B.: Vispu Murte Namastubhyam, Shri Dvarkadhish Charitable Trust,

Karnala, Raigad, 2007. PP.49

83



incarnations of Visnu but now they are in ruined condition. The

temples are dated to 9th and 10th century C.E.'”

In the earliest works of religious art Buddha was represented not in
form of a human figure but in an aniconic form. Still earlier in the
Vedic times, there were no temples either. The first image of Buddha

and and puranic gods appear on the coins'”

of the Kusana’s (early
centuries of the first millennium C.E.). The Gandhara style is heavily
borrowed from Greek themes. The sculptures of the initial period of

the Kusana’s period also show a heaviness and solidness of figure.

+ Matsya Avatara Temples of Lord Visnu
There are only a few temples dedicated to Matsya Avatara of Lord
Visnu. S1i Matsya Mirti Temple in Thuvarimaan Agraharam, situated
near Madurai in Tamil Nadu is believed to be the avatara sthala’” of
Matsya Murti. Nagalapuram Veda Narayana Swamy Temple is another
Matsya Avatara temple situated near Tirupati in Andhra Pradesh.

Matsya mandala of Badami Cave No.2.

The cave No. 2 of Badami is dedicated to Visnu and the Matsya
mandala which has a unique representation of a fish arranged as the
spokes of a wheel, radiating out from the central circle. It is probably
related to the incarnation of Visnu as a fish'”. The purpose behind
using a fish motif is only decoration. The significance of the mandala
is generally based on aspects like symbolism, numerology, and sacred
geometry that are used as codes. Hence, the study of the mandalas and
representation of the symbols related to the DaSavatara theme would

be a very interesting one.

1% As reported in www.asibhopal.nic.in/monument/vidisha

191" Shailendra Bhandare : Gods on Gold Divine Representation and Kushan Coinage,
Heritage India, Vol. 5, Issue 3, Aug. 2012- Oct 2012, PP. 88-93.

12 Chidbhavananda Swami : Facets of Brahman or The Hindu Gods, Pub. Sri
Ramakrishna Tapovanam, Tirupparaitturai-639115.

'%Rekha Rao, Science and Golden Ratios in Mandala Architecture, Pub. D. K. Printworld
(P) Itd., New Delhi- 15, 2011.
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¢ Temples dedicated to the Kirma Avatara
There is a Visnu temple in Shriktirmapatak village located at a
distance of almost 19 km. from Kalinga Nagar on the sea coast,
enshrining Srikirma Avatara (the tortoise incarnation of Visnu).
Today it is located in Srikakulam district of Andhra Pradesh, known as

Nagari Katak.

% Temples dedicated to Varaha
The independent temples exclusively dedicated to Varaha form of
Visnu are very few. The temple at Eran is one of the earliest temples
dedicated to Varaha. Eran is an ancient Indian historical city in Sagar
district of Madhya Pradesh state. The Varaha temple was constructed
in Eran during the Gupta period. The identity of this god was made
clear in the stone pillar inscription of the reign of Buddhagupta (476
C.E.). The remains at various places like Udayagiri, Eran etc. show
that the Gupta kings were Hindus and they worshipped Visnu in

different forms!',

The Varaha Laksmi Narasimhha Swami temple near Tirumala
VenkateSwara Temple, near Tirupati in Andhra Pradesh is considered
to be a very ancient temple. Pilgrims first worship Lord Varaha and
then Lord VenkateSwara. In Haryana, Varaha Temple is located in
Varaha Village in Jind District. The temple has a swayambhu mirti of
Varaha. There are a few temples dedicated to Varaha in Andhra
Pradesh, Karnataka, Kerala, Orissa, Rajasthan, Uttar Pradesh and
Madhya Pradesh also. The Varaha temple located at Khajuraho has a
rectangular plan with its foundation on a rock. The image of Varaha

stands in the centre of the shrine. A similar image of the Varaha idol

1% Monumental Remains From Eran (Gupta Period), Dr. Nagesh Dubey : Eran Ki Kala,
Sagar, M.P.India, 1998 ,pp 21, Dr. Mohan Lal chadhar : Eran Ki Tamrapashan Saskriti,
Krisna Publication, Sagar, (M.P.) India, 2009 .pp 5
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in the Khajuraho temple; stands in a museum in the Mrganayani's

Palace, Gwalior.'”

The concept of ten incarnations of Visnu was widely prevalent in
Orissa since the seventh century. In this connection mention must be
made that the worship of Varaha referred in the copper plate of
Dharmaraja of Sailodhava dynasty and other individual and collective
images in coastal Orissa, also speak in short about the prevalence of
Dasavatara worship in Orissa before the advent of Jayadeva, the

celebrated Poet of Gita-Govinda.

*» Temples dedicated to Narasirmha
Ahobilam or Ahobalam is a major centre of pilgrimage in South India,
located in the Nandyal Taluka of Kurnool district in Andhra Pradesh.
According to a local legend, this is where Lord Narasirhha blessed
Prahlada and killed the demon HiranyakaSyapu and for Vaisnava

devotees it is one of the 108 Divya Desams.

The temple of Lakshmi Narasihma Swami, Nalgonda district, Andhra
Pradesh is on the rock hill (konda). Shri Varaha Narasirhha Swami is
the combination of Varaha avatara and Narasimha avatara. When
Prahlada was thrown into the sea by HiranyakaSyapu, Shri Varaha
Narasimha Swami protected him and raised a mountain which is

known as Simhachalam.

In Shri Narasimha Swamy Devasthana at Saligrama, Udupi district,
Karnataka the Idol of Narasimmha is in Yogananda posture. This
Narasimha idol is there from the 8th century according to historians.

Sri  Lakshmi Narasimha Swami Temple at Rupena Agrahara,

'"“Nagar Shanti Lal : Varaha in Indian Art, Culture and Literature, Aryan Book
International, New Delhi, 1992.
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Bangalore in Karnataka is the only temple in India which has

"Narasimha Meru" (PL.20, Fig. 23) belonging to an ancient period.

A hilltop fortress Melekote [(mele- top) and (kote- fort)] at
Nagamangala in Mysore district, Karnataka state is the famous site of

Sri Yoga Narasimha.

It is said that Lord Narasimha after killing HiranyakaSyapu, proceeded
to kill a demon named Jalasura. Who was a staunch devotee of Lord
Siva. After he was killed by Lord Narasimmha, Jalasura turned into
water and started flowing to the Lord's feet. To this day water keeps
flowing to the Lord’s feet and fills the cave temple of Sri Narasirhha

Swami1 Zarni at Bidar district in Karnataka.

In Maharashtra, there is a temple of Lord Narasimha in Nittur, (Taluka
- Chandgad, Dist. Kolhapur). It is said that this temple was built by
Pandvas when they were in exile. This ancient temple is engraved in a
big solid rock.

In Tamilnadu, there is Shri Yoga Narasimha temple at Kanchipuram
and there are many temples of Narasimha in other places like Kerala,
Rajasthan, Uttaranchal, Uttar Pradesh, Indore, Gujarat, Madhya

Pradesh, and Orissa in India.

¢ Temples dedicated to Vamana Avatara
Some of the Vamana temples located in South India are
Mithranandapuram Vamanamurthy Temple in Kerala, Thrikkakara
Temple in Cochin (Kerala), and Ulagalantha Perumal Temple in
Kanchipuram. Vamana temple located at Eastern Group of Temples at
Khajuraho in Madhya Pradesh as also Ulagalantha Perumal Temple in

Tirukoilur in Tamil Nadu.
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v Temples dedicated to Para§urama
In South India, at the holy place Pajaka near Udupi, there is one major
temple dedicated to ParaSurama. He, the saviour of the Konkan coast,
is also worshipped in a temple at Pedhe ParaSurama, Chiplun in
Mabharashtra's Ratnagiri district. The people of Konkan call their land
'ParaSurama Bhumi' or the land of ParaSurama. There is a famous
ParaSurama temple in Trivandrum at Thiruvallam. It is also believed
to be the place where ParaSurama's axe was thrown in the Arabian Sea
to claim Kerala. There is a temple dedicated to Lord Parasurama in
Khatti, near Phagwara in Punjab and also in Rajkot (Gujarat). The
ParaSurama  Swami  Temple is in  Thiruvallam, near
Thiruvananthapuram. This temple is situated on the banks of the river
Karamana. This two thousand year old temple is the only temple in
Kerala dedicated to Sri ParaSurama avatara. There are temples of

Parasurama also in Harpur, Ghazipur (Uttar Pradesh) and Goa.

Recently in the year 2010 C.E., a big statue of Bhagwan Parasurama
has been installed in Phalodi (Jodhpur, Rajasthan) near Sivsar raldo
(pond). According to Indian mythology, Jalalabad, Shahjahanpur is
known as the birth place of Lord ParaSurama. His father Maharshi
Jamadgni had his Ashram in this place where ParaSurama was born.
His birth place is still called "Renuka Kuti". Renuka was his mother.
Hence some people also call Jalalabad as ParaSuramapuri (a city of

lord ParaSurama).

% Temples dedicated to Rama
In the DaSavatara reifes of the early and late mediaeval periods, Rama
is almost invariably depicted as two-armed, his hands holding a bow
and an arrow. Seperate images in stone and bronze of a comparatively
late period are known. In these images he is usually shown
accompanied by Sita, Laksmana and his bhakta Hanumana. Scenes

from the Ramayana are very frequently found illustrated in the early
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and late mediaeval temple walls. The earliest known representation of
Ramakatha is available in terracotta, discovered from Kausambi in
Allahabad district of Uttar Pradesh, and kept in Allahabad museum'*.
This terracotta has been identified by R. Sengupta and ascribed to
Second Century B.C.E. If we go through the chronological
development of the early, mediaeval and later sculpture we may
understand that two major types of sculptures were prevalent.

1. As an Epic Hero

2. As a Supreme Being
The tribhanga variety of image is meant for the devotional worship

and personification of Epic Rama in the form of Supreme Being.

+ Temples dedicated to Krsna
Representations in temples often show Krsna standing in Vaisnava
sthanaka pose. He may be alone, or with associated figures like his
brother Balarama and sister Subhadra, or Rukmini or with his gopi-
consort Radha. Krsna is also depicted and worshipped as a small child
(Bdla Krsna), crawling on his hands and knees or dancing, often with
butter in his hand being called Laddu Gopal. These regional variations
in the iconography of Krsna are seen in his different forms, such as
Jagannatha of Orissa, Vithoba of Maharashtra and Srinﬁthji in
Rajasthan.'” In Maharashtra, Vithoba (PL.20, Fig. 24) is not only
viewed as a form of Krsna, but also by some scholars considered as
Visnu, Siva and Gautama Buddha according to various traditions, as
mentioned in a book Sri-Vitthal: Ek Mahdasamanvaya written by an

eminent scholar R.C. Dhere.

1% Gaur Anand Prakash: Rama in Ancient Indian Sculptures, Publishing Corporation, A
division of BRPC India 1td., Delhi 110052, 2006, First edition, PP.16

7 Deglurkar G.B.: Visnu Murte Namastubhyam, Shri Dvarkadhish Charitable Trust,
Karnala, Raigad, 2007, PP.55-56.
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2.5.5 South Indian Bronze Da$avatara Statues and metal

Handicrafts (PL.22 and 23, Fig. 28)

Art and handicrafts are important Tourism Products of India.
Handicrafts are having a specialty of Indian workmanship and reflect
the culture of each and every place of a country.

Handicrafts have a glorious tradition and they are the symbols of

people’s culture and form part of a great heritage of the traditional art.

Bronze statues have been made, at least in India, since the period of
the Indus Valley Civilization (3500B.C.E.). The very well known
statue of the dancing girl of Mohenjo Daro is of bronze. Temples in
India and abroad regularly commission sculptors to craft idols. They
are the examples of the enduring art and perfection, inspiring devotees

of the Divine with the purity of their forms.

Bronze DasSavatara Statues are the eye-catching masterpieces known
for their immense beauty and grandeur. In these DaSavatara Statues,
the lord Visnu is in his various forms i.e. Rama, Krsna, and Narasimha
and others are very famous. The artistry of these Bronze DaSavatara

'% is very much superior where even the tiniest detail has been

Statues
carefully contrived. The magnificent Statues of DaSavatara have been

carved with ultimate finesse to make them look lifelike.

2.5.6 DaSavatara sculptures and temples in

Maharashtra

In Maharashtra, there are hundreds of caves, cave-temples and
structural temples. This region does not possess any structural Visnu
temple of early mediaeval period except at Ter (Dis. Osmanabad). It
can be ascribed to the 5"- 6™ century C.E. The temple of Trivikrama is

perhaps the earliest structural temple in the whole of the Maharashtra

'%Raghavan Padma, Narayan Savita : Traditional Iconometry, Chola Bronzes, Heritage
India, Vol. 4, Issue 1, Feb.-April 2011, PP.88-89.
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state!'”

. Out of the ten avatara, those of Varaha and Narasimha occur
independently and in quite a large number. But the ten avatara as a

unit are shown in miniature at various places.

e Matsya and Kiirma
These are always depicted in the DaSavatara patta at many places.
These generally occur either behind the head of Visnu image or on the
ceiling of the mandapa. The ten incarnations are depicted on the
mandovara of the KankaleSvara temple at Bid'"°. Among these, Matsya
and Kurma are also given separate compartments. They are

theriomorphic.

e Varaha

In Maharashtra independent icons of Varaha avatara are available. All
the icons of Varaha which are found on the exterior of the temples in
Maharashtra are therianthrophic representations with a boar’s head
and human body which can be called Nrvaraha. The icons of Nrvaraha
are to be found at many places like Ambarnath, Anjaneri, Lonar, Bid
etc'!!. All these are sthanaka or standing icons in Alidhasthana pose.
The images of Yajhavaraha are found at Loni Bhapkar in Maharashtra.
There 1s a stone image of Yajfiavaraha at Pimpri Dumala temple
(PL.20, Fig. 25) near Ranjangaon on Pune Aurangabad road and in the
Chakan fort too.

e Narasimha or Nrsimha
This 1s perhaps the most represented incarnation of Visnu in
Maharashtra. The icons of Nrsimha are found throughout this region.
Dr. R.C. Dhere, a well known senior scholar from Maharashtra is
working on this subject. The seated icons along with the

HiranyakaSipu are more numerous than the standing ones. The icons

19 Deglurkar G.B., Temple architecture and sculpture of Maharashtra, Pub., By Bhagavat
S.V., Registrar Nagpur University, 1974, first edition, PP. 111.

"9 Deglurkar G.B., Temple architecture and sculpture of Maharashtra, Pub., By Bhagavat
S.V., Registrar Nagpur University, 1974, first edition, PP. 136

"' Tbid PP.136-137
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of Nrsimha are to be found at Ramtek, Ambarnath, Anjaneri, Methi,

Dharmapuri, Bid and Anwa etc'".

e Vamana
The Trivikrama incarnation was very much popular up to the 8"
century C.E. in Maharashtra as is evidenced by various representations
of it which are found in the caves. The only illustration of Vamana
appears on a loose slab at Dharmapuri'® (PL.20, Fig. 26). In this
figure Vamana (Batuka) is holding an umbrella in his left hand and the
right hand is broken. King Bali is in front of him. Vamana is receiving
libations from the king who is holding a pitcher in his hand. Bali is
depicted with various ornaments and guru Sukracarya can also be
seen. Dr. Dhavalikar M.K. in his book, ‘Maharashtraci Kulakatha’
refers to a temple at Ter near Osmanabad as Trivikrama temple. He
stats that this temple belongs to the Satvahana period and is dedicated

to the Vamana incarnation of Lord Visnu.

o ParaSurama
There is a temple at Pedhe ParaSurama near Chiplun in Ratnagiri
district (PL.20, Fig. 27). There are three idols in the temple Kala,
Parasurama and Kama. The idols of Kala and Kama are the symbolic
representations of time and desire respectively. It is interesting to note
that the only available published script of the Konkan DaSavatara
dance-drama contains the story and characters of Kala and Kama. The
main deity in the temple which is in the middle of the two idols is of
ParaSurama. In Konkan region at Ade, taluka Dapoli and district
Ratnagiri, there is a small temple dedicated to ParaSurama. The main
temple is surrounded by other temple structures, on the right there is a

temple of Siva and Renuka and on the left Maruti, Ganapati, Vetala

"2 Deglurkar G.B., Temple architecture and sculpture of Maharashtra, Pub., By Bhagavat
S.V., Registrar Nagpur University, 1974, first edition, PP. 137
'3 Ibid PP.139
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and Sani. The temple was built in 1774 C.E"“.There are some temples
of Bhargava-Rama in Sawantawadi, Ajgao and Ratnagiri in Paratavane

region.

e Rama
Apart from the narrative expressions from the Ramayana on the walls
and slabs of the temples, the representations of Rama are to be found
in the temples at Aundha Naganatha, Ambejogai, Lonara'® and

Chaphal etc.

Ramayana Scenes'':

Among those from the Ramayana, the scenes depicting Vali-Sugriva
combat are more popular. They frequently find a place on the square
member of the pillar-shafts. In the Asrama of Vinobaji at Paunar a
beautiful sculpture depicting the meeting of Rama and Bharata has
been displayed. After the meeting, Bharata is shown taking leave of
his brother. The pathos of the scene is depicted realistically. These

panels are supposed to be of Vakataka period.

On the walls of the Bhule§vara temple of Yawat, district Pune, are
seen the scenes depicting Rama’s exile, Rama’s aSrama in the forest of

Citrakuta, Bharata’s meeting with Rama, Sita’s abduction, etc.

At Markandi, district Gadchiroli and taluka Charmoshi, the scenes
illustrating Vali-Sugriva battle, Sita enamoured of the golden deer,
Ravana’s visit to the asrama as an ascetic, killing of Jatayu, the

crowning ceremony of Rama can be seen.

"Ghanekar P.K., Konkanatil Paryatana, 6™ Edition (2012), Pub. Snehal Publication,
Gurudatta Sahavas, Shanivarpeth, Pune- 411030. PP.87

15 Ghanekar P.K., Konkanatil Paryatana, 6™ Edition (2012), Pub. Snehal Publication,
Gurudatta Sahavas, Shanivarpeth, Pune- 411030 PP. 141

"® Deglurkar G.B.,Temple Architecture and Sculpture of Maharashtra,Published by Dr.
S.V. Bhagwat, Registrar Nagpur University,Nagpur 1974, 1* Edition, PP. 161
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e Balarama
The solitary depiction of Balarama is to be found on the jarigha of the
Daitya - Studana temple at Lonar'”. He is shown in therianthropic
form; his lower part is shown as the coils of Adi$esa. The part above
the waist is of a human being. He is four armed, holding a plough and
a musala in the upper hands and padma and panapdtra in the lower

ones. Above his head are seven heads of Adisesa.

* Krsna
Independent icons and representations in the mythological scenes are
available in Maharashtra. Intricately carved icons of Krsna as
Govardhanadhari, Kaliya-mardana and Muralidhara are found in the

structural temples at Sinnar (Gondes§vara temple), Lonar, Jhodge etc'®.

Krsna Story Scenes:

The various lilas of Krsna described in the Harivams$a and the
Bhagavat Purana are also depicted in the temples in Maharashtra.
Among these are those like Vatsasuravadha, Kamsavadha, Kaliya-
daman, Canura Mustikavadha, Kuvalayapidavadha, as also scenes
depicting Krsna stealing butter and uprooting the yamala arjunvrksas,
his being tied down to the wooden mortar and his lifting of

Govardhana mountain'®.

e Buddha
Three depictions of the Buddha incarnation are available from the
temples at Bid, Umarga and Pedgaon'®. Therein Buddha is shown

seated in the padmasana and in dhyanamudra.

"7 Deglurkar G.B., Temple architecture and sculpture of Maharashtra, Pub., By Bhagavat
S.V., Registrar Nagpur University, 1974, first edition, PP. 141

"8Deglurkar G.B., Temple architecture and sculpture of Maharashtra, Pub., By Bhagavat
S.V., Registrar Nagpur University, 1974, first edition, PP.140

"9 Deglurkar G.B.: Visnu Murte Namastubhyam, Shri Dvarkadhish Charitable
Trust, Karnala, Raigad, 2007, PP. 55.

120 Ibid PP. 142
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o Kalki
There are no independent depictions of Kalki avatdra from the
temples. However, this avatara can be seen in the group
representations of the DasSavatara, found on a few late medieval

temples'?’.

Temples dedicated to different Avatara of Visnu in
Maharashtra

» Konkan region
Mumbai
Thane district
Shahad- Vitthala temple (Birla Mandir) Dasavatara depicted on the
outer wall of the temple.
Ratnagiri district
Parasurama (constructed by Adil§aha of Vijapur)

> North Maharashtra

Jalgao district
Amalner- Rama temple
Jalgao- Rama temple
Shendurni ( Taluka Jamner ) Trivikrama temple ( swayambhu Murti)
Dhule district
Pimpalner- Muralidhara temple
Nandurbar district
Dhamarkheda- Rama temple
Nashik district ( Daksin Kasi )
Kalarama temple
Gora Rama temple
Ahamadnagar district
Nevasa- Mohini avatara temple
» Western Maharashtra
Pune district
Nira Narasimhapur
Morgao- Ranjani (Taluka Ambegao) Ancient temple dedicated to
Narasimha
Satara district
Kuroli Siddheshwar- Rama temple

“'Deglurkar G.B., Temple architecture and sculpture of Maharashtra, Pub., By Bhagavat
S.V., Registrar Nagpur University, 1974, first edition, PP. 142
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Chaphal- Rama temple
Sitamai ca Dongar- Temple dedicated to Sita
Sangli district
Kole Narasimhapur- Ancient temple dedicated to Narasimha
Solapur district
Akkalkot- Muralidhara Temple
Pandharpur- Vitthala temple, Sri Rama temple
» Marathwada

Aurangabad district
Paithan- Narasimha temple
Shiur- Ancient Rama temple
Jalana disrict
Anva- Vitthala Rukmini temple
Jalna- Rama temple
Paratur- (Ancient name Prhladpur) Ancient temple dedicated to
Narasimha
Parbhani district
Pokharani- Ancient temple dedicated to Narasimha
Narasi- Narasirhha temple
Nanded- Narasimha temple (Jagrt )
Latur district
Kharosa (Taluka Ausa)-
Ancient cave- carvings of Narasirmha and Samudrarmthana etc.
Usmanabad district
Ter- Trivikrama Temple
Bid district
Manjaratha (Taluka Majalgao) Ancient temple dedicated to Laksmi-
Trivikrama
» Amarawati
Buldana district
Mehekar- Narasimha and Visnu temples
Lonar- Daitya-sudanaa temple
Amarawati district
Mozari- Srikrsna temple
Yavatmal district
Ghatanji- Anji- Ancient temple dedicated to Narasimha
» Nagpur
Vardha district
Girad- Ancient Rama temple
Kamthi- Dragon Palace Temple-Temple dedicated to Buddha
Dhapevada- Vitthala Rukmini temple
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Ramtek- Rama- Laksman temple
Bhandara district

Pavani- Muralidhara temple

Madgi- Ancient temple of Narasimha
Chandrapur district

Sasti- Ancient Rama temple
Gadchiroli district

Armori- Khobramendha- Rama temple

2.5.7 Observations

Indian Sculptures show us, the development of stylization in other art
forms including dance and drama. The Visnu temple at Deogarh built
around 500 C.E. is the only temple known as Dasavatara Temple.
Mamlapuram inscription of 8" century mentions incarnations of
Visnu. Kailasa temple and DaSavatara cave at Ellora bear the
sculptural representations of some avatara of Visnu. There are
numerous inscriptions and epigraphs referring to different avatara of

Visnu.

We find the concept of DasSavatara in a developed state (the popular
stereotyped list) in the central and western Indian sculptures from the
medieval period. In western Indian sculptures we get many variations
of Matsya and Kurma idols. Varaha and Narasimha avatara were

popular all over India from ancient times.

Maharashtra region presents several icons depicting the incarnations
of Visnu. They occur in the structural temples from almost all the
districts of Maharashtra. Out of the ten avatdra, those of Varaha and
Narasihha occur independently and in quite a large number in the
Maharashtra region. But the ten avatara as a unit are shown in

miniature at various places in Maharashtra.

For the last several years the attention of the scholars has been drawn

to the DasSavatara and its depiction in various art forms like paintings,
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sculptures, dance, drama and music etc. Among the different types of
artists, especially the sculptors have depicted the DaSavatara in stones.
These stories in stones on the walls and slabs of different temples
throughout the country have preserved the DaSavatara and also
educated people about the divine deeds, personalities and also the
characteristics and attributes of each avatara. This indicates the
devotional feelings of the Indian minds towards their Almighty and

Restorer.

In the cultural field, however, the growth of regional languages,
devotional music, dance, painting and sculpture etc. became closely
related to the bhakti movement. The medieval Vaisnava bhakti
movement was undoubtedly the most widespread, far- flung and multi-
faceted movement that appeared in India. The bhakti movement
influenced almost the whole country at different times and had a
definite impact not only on religious doctrines, rituals, values and
popular beliefs but on arts and culture as well. The movement also
differed from one region to another. Hence, the historical background
of the rise of Saguna bhakti, and its variations in different regions as
also its impact on the society and its culture has to be studied in detail.
Considerably more research work, however, will be needed for a
proper understanding, in a historical perspective of the growth of

bhakti movement in different regions.

Although according to the research work and study of many scholars
the worship of Visnu began to spread under the Gupta rule (4™- 6"
century C.E. The works pertaining to Visnu bhakti were invariably
found written in Sanskrit. The 16™ and 17" centuries witnessed a
forcefull wave of bhakti movement in northern, eastern and western
India, generally focussed around the worship of Rama and Krsna as
incarnations of Visnu. Samartha Ramdasa a prominent Marathi saint

and religious poet in Maharashtra refer to the Avatara idols used for
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the Upacara piija or Arcana (worshipping an image) in his Dasabodha.
He has emphasised the importance of Navavidha bhakti in the same
work, treating this topic exclusively in the fifth Samasa of the tenth
Dasaka in this work. In this chapter he mentions that images of all the
avataras of Visnu like Matsya, Kurma, Varaha, Nrsihha, Vamana,
ParaSurama, Rama, Krsna and Hayagriva can be worshipped according

to the Sastras.

HeogAdgaAd | [ garAeTseTasdr |

THAFSUTEINTHAT | Gadrd=it armear || (Dasabodha,4.5.9)

This indicates that at the time of Samartha Ramdasa there must have
been a custom or practice of worshipping the images of the avataras of
Visnu. Bhavisya purana and Visnu Purana also tell us about the
Dasavatara Vrata, when the images of the ten incarnations are
worshipped for attaining Visnuloka after death. The worship of
DaSavatara took many forms in the course of time. The DaSavatara
concept and the story of incarnations of Visnu is, however, deeply
integrated with Indian cultural life and influenced the cultural art
particularly in the Maharashtra region and manifests itself down from
the folk song or bhakti kirtana level to the creations like sculpture,
painting, dance and drama. The pioneer artist Shyamji Naik Kale who
brought this Dasavatara art from Karnataka gave the first show in the
temple of Mahakali at Adivare, district Sindhudurga and taluka
Rajapur. We do find the local tradition of performing DaSavatara
dance-drama in the temples dedicated to Siva and Kali in Maharashtra

on special occasions like Sivaratri, Tripurari Paurnima, Navaratri etc.
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2.6 Hand Gestures for Dasavatara

Indian sculpture and Indian dancing treat the human form and the
movements of the different parts of the human body with an
aesthetical purpose of suggestion through a formalized language of
abhinaya. However, it is not our purpose here to go into greater detail
of the parallelism of the technique and a comparison of technical
terminology of the two arts. Practically the whole field of Indian
sculpture could be covered and all sculpture could be analyzed in
terms of either nrtta (pure dance technique) or the abhinaya technique
of dancing. In this chapter, DaSavatara are analyzed in terms of dance
movements and abhinaya. Even each sculpture can be analyzed in
terms of the position of different parts of the body, the position of the
head, the arms, the hastas and the sthanas because the basic treatment
of the human form is similar in both the arts. It is, therefore, necessary

to restrict our field of analysis.

The most striking similarity between the two arts is seen in the
manipulation of the hands, termed hastabhinaya in dancing and hasta
or mudra in Indian sculpture. The hand positions and movements
constitute an important aspect of the dance technique. The
sculpturesque quality of the dance also lies in the accurate depiction of
the hand movements and the arm positions along with the sitting or
standing positions. Much of the symbolic and stylized quality of the
Indian images lies in the proper presentation of the hand postures
according to the laws laid down in the Silpasastras. The hand gestures
used in a specific way in each image depicts the idea or the character
and the mood of the image. The Silpasastras mention only a few
hastas and most of these hastas are mentioned in the NatyasSasra or are
comparable to those found in other dance texts. In this connection, it
will be interesting to note that the Visnudharmottara Purana (5"to 7™
century C.E.), khanda 111, adhyaya- Thirty-four is called Nrttasutra.

This is a comparatively long adhyaya of ninety seven verses which is
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devoted only to the treatment of hastabhinaya; this also shows the
importance attached to the topic. In this the adhyaya thirty two deals
with Rahasyamudras i.e. those hand-poses which have a secret or
mystic meaning. The text verses from Rahasyamudras of some avatara

hastas'* give the following description.
Matsya- Ardhacandra Mudra

Kturma- Turn downwards the curved Pataka hand.

Varaha- Make the sikhara hand and stretch the little finger
downwards.

Nrsimha- Join two separate ahkara hands (ah- Particular type of
Mukula hasta.)

Vamana- Onm Mudra (Omkara mudra-The tarjani finger is arched on
the left thumb which is extended.)

Trivikrama- The span from the end of the little finger to the end of
the thumb

ParaSurama- Kapittha

Dasarathi Rama- Join two sikhara hands

Krsna- Pataka

Baladeva- Tripataka

HayaSiras- [ mudra (a,l,u,ai,o mudras- all the fingers beginning with

the thumb are curved one by one, in the middle of the hand i.e. palm.)

The descriptions of the hastas clearly bring out the significance of the
term Rahasyamudra because they not only signify gods with their
insignia but also the swara or the syllables of the Vedas. It would be
interesting to study and investigate if there is any relation between the

shapes of these finger-poses and any form of ancient Indian script.

The sources for the discussion made here, includes treatises pertaining

to classical dance of India. The NatyaSastra which is ascribed to

122 Priyabala Shah, Visnudharmottara Purana, Khanda III, Vol. II, oriental Institute,
Baroda, 1961, University Publications Sales Unit, Baroda-I, PP. 79.
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Bharata is considered to be the earliest available treatise on the art of
theatre. This comprises several topics like music, drama, and dance. It
describes the different modes of dancing, the gestures of hands- feet
and the many different postures in detail. In the post NatyaSastra
period the texts have followed NatyaSastra by absorbing the
contemporary values except Abhinaya Darpana. Abhinaya Darpana is
another important treatise on characteristics of gestural language
written by NandikeSvara (The date has not been critically discussed,
but it may be that this work belongs to a period not later than
1200C.E.) it mentions Dasavatara hastas. Bharatarnava (The date of
the treaties not satisfactorily identified) is another work by
Nandikes$vara treats in details the angika-abhinaya which also includes

gestures, postures and movements.

The concept of abhinaya means ‘the art of expression’. In dance, the
principle of suggestion (graceful gesticulation) is more prevalent,
rather than the aspects of imitation. Angika abhinaya relates to the
movement of the arigas or limbs. The Angika consists of the use of

different gestures and postures which have been named.

Hands are the most important limbs in the making of gestures. A
gesture by hand is one of the most beautiful forms of expression. The
hastas, are the essential component of Indian classical dancing and is
of equally great importance in studying the painting or sculptural
representations. Hand gestures in dance can be described as emotional,
devotional, and aesthetic attitudes or gestures. There are several kinds

of hand gestures which are brought in for varied uses.

The Bharatarnava as well as Abhinaya Darpana gives the description
of the DaSavatara Hastas. NandikeSvara in Abhinaya Darpana
describes them with the ten specific hastas. None of these are

described in the NatyaSastra.
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2.6.1 The Hand Gestures of the ten avatara of Vishnu in

Abhinaya Darpana'”

ACHITddRgEd: -
AEIgEd g¥¥cal dd: TheadA &l |

gl ACTITARTT ged safaedaa |l
Showing the Matsya gesture, and keeping both the hands in such a

way that the shoulders are at the same level, is called the display of

the Matsyavatara.

FHATTIRGE: -
THgEd el A ThaadAr Hlt |
gdt TATTARET gFd scafaead |

Showing the Kurma gesture and keeping both the hands in such a way
that the shoulders are at the same level, is called the display of the

Kiurmavatara.

JUGTIARGE: -

ediRcar g g FfeardaAt &t |

gdl TEEIRET ¢asd X 3™ |

Showing the Varaha gesture and keeping both the hands on the sides

of the hips is called the display of the Varaha.

o Fgadreed: -

ar® g Ycar cfaror Fadriehenr |

TRAFEAARET g 3cgeaad g ||

Showing the Simhamukha on the left hand and Tripataka on right is

the hand gesture of Nrsimhavatara.

ITHATIARGE: -
Featel yagftesyr gea=arsar afe feyd: |

g JTHATTdRET g&d satefaa ||

If the left hand shows upward looking musthi and the right hand

downward looking musthi then it is called the hand gesture of Vamana.

123 Abhinayadarpanam, Manmohan Ghosh, 2™ Edition (revised), published by Firma K. L.
Mukhopadhyay, 6/1A, Banchharam Akrur’s Lane, Calcutta, 1957, pp. 111
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REIHATTARGET: -

arH FHfeae =ag Eosgadrfear |

gt WYITAET & IR ||

Keeping the left hand on the hip and showing ardhapataka on the right

hand is called the Parasurama.

THTeGIddRgEd: -
HcAr AT gFd I g REw: & |

34 gl THAegged $cgead g ||

Showing kapittha on the right side and sikhara on the left held

upwards is called Ramavatara hasta, by experts.

TeRTHTIARGEd: -

gdrel GlaTor gvd HeaAe Y aar |

TORTATIARET g8 3cg=dd g ||

Showing Pataka on the right hand and musthi on the left is called the

Balaramahasta.

FUTTAREE: -

AAMY g FEAIAATRAY Fo |
HEAYHUS FSUET §ET $cg=ad g ||

If both the hands showing mrgasirsa face each other and held in line

with the face, then it is called the hand gesture of Krsnavatara.

heFIddNgEd: -

gdrel giaToT atd udre: &Y gd: |

FeFATEICITARET §&d A ||

If the right hand shows Pataka and the left, the Tripataka, it is called

the hand gesture of the Kalki avatara.
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2.6.2 Hand gestures for Visnu’s ten incarnations mentioned

in the book ‘The Mirror of Gesture’ by Ananda

Coomaraswami and Gopala Kristnayya Duggirala'*

Matsya: after showing the Matsya hasta; Tripataka with both hands at
shoulder level.

Kurma: after showing the Kirma hasta; Tripataka with both hands at
shoulder level.

Narasimha: Left Sinthamukha hasta, Right Tripataka hasta.

Vamana: Musti with both hands, upwards and the other downwards.

ParaSurama: the left hand on the hip and Ardhapataka hasta with the
right.

Raghurama: Right Kapittha hasta, Left Sikhara hasta, held
respectively near and far.

Balarama: Left Musti hasta and Right Pataka hasta.
Krsna: Mrgasirsa hasta facing one another on the shoulders.

Kalki: Left Tripataka hasta and Right Pataka hasta.

The Mirror of Gesture by Ananda Coomaraswami and Gopala
Kristnayya Duggirala is the English translation of the
Abhinayadarpana of Nandike§vara which was originally published
with a Telugu interpretation by Madabhushi Tiruvenkatachari of
Nidamangalam in the year 1874. This work omits Buddha and
mentions Krsna in the enumeration of the ten avataras. Varaha is also
not mentioned in the list of DaSavatara in this book. The description
given in the English translation of Abhinayadarpana by Manamohan
Ghosh and P. Ramachandrashekhar is different than the above

mentioned book.

'2The Mirror of Gesture, Ananda Coomaraswami and Gopala Kristnayya Duggirala, 6"
Edition 2003, Published by Munshiram Manoharlal Publishers Pvt. Ltd., New Delhi
110055, pp. 46

105



The Bharatarnava is the most significant text which offers the desi
tradition. This is the only text to explain with the greatest possible
detail the specific terms for movements along with its accompanying
music and rhythm. The author takes the components of larger dance
units, and analyzes them systematically by giving their definitions and
their divisions. The descriptions of DaSavatara Hasta and the sthanas

are also mentioned in this text.

2.6.3 Dasavatara Abhinaya Hastas given in the

Bharatarnava'?

Matsyavatara-

ST EATeTeh I A J ABLUHA |

AEgEdt gReAAT Acadecataame: |
Kurmavatara-

HYAT YFHJUSIse: ddlsUFdcadihan: |

dcd TUTH IF s FATRTAAd I

Varahavatara-

gYhled HYRN: FeAq Isordl f&afd: |

dUr aRIEEIEg A Fereda: |
Narasimhavatara-

THUERRAfadT agaEE R Ier |

3ar MR 97 ARfEE: T g |
Vamanavatara-

HHAUSIERT AT SfAUN FEATY: |

3Tl ISUTT FUTF ATHAAEG Tt d: |l
Parasuramavatara-

gdrent IF HRersel rsHEredgE St |

qMHed T IRYIA: Wl HARER: |
Ramavatara-

ard g el Fecar arAured g rRAd, |

cfalol &eeh Ycdl SaTasd gAYd: ||

HTNGETAS EUcdr THAGIAE g8 |

' Bharatarnava, translated by Vachaspati Gairola, published by Chaukhamba
Amarabharati Prakashan, Varanasi, 1978, pp. 234
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T S am: TAcIaT G g i
Hesiel T IF AT aRRIANIT |
A AR IRIHAS TIA Fal |l

Balaramavatara-
dlAIGH UIaTon gtrear geordr fFufd: |
A A CeRIEt @RSt |
I IT FFENFA: GRUTOTHATN: |
Buddhavatara-
FHUTG TeT TATAT STellged! T gredAr: ||
ded g5 3fd I Acadccaiaeie: |
Kalkyavatara-
RUdeteha U garmaredHvsT: ||
faaw: wfeasd: TEaTarT gRYY: |

This work omits Krsna and mentions Buddha in the list of the ten

avataras. Krsna is mentioned separately.

Srikrsna -

Pergfrearas feycar dupamergdr I |
RIed IF TAAATEST NI |

2.6.4 The description of the DaSavatara Hasta and the

sthanas given in the Bharatarnava-

No. | Avatara Single Hands Combined Position
Hands
1 Matsya - - Makara Vaisnava
Sthanaka
2 Kurma One hand | Other pataka | - Vaisnava
Sukatur_lda below Sthanaka
Sukatur_lda
hand
3 Varaha SarpaSirsa near chin (both - Vaisnava
hands) Sthanaka
4 Narasimha | - - Vardhamana Standing
Mudra or on one
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Recita Mudra | leg
5 Vamana Right hand | Holding - Vaisnava
Arala, Kamdalu in Sthanaka
near chest | Left hand
6 Parasurama | Pataka (both hands) hands - -
in paranmukha and
urdhvamukha position on
left side
7 | Rama-1 Left hand | Right - Alidha
Sikhara Katakamukha Sthanaka
spreding near shoulder
on left
side
8 Rama-2 Left hand | Right Pataka | - Virasana
resting on | near heart, position
left knee changing
Pataka into
Sarmdamsa
9 Balarama - - Showing Vaisnava
Visnu’s Sthanaka
weapon and
Kaumodakai,
Mass, bow and
arrow with
both hands.
Also showing
Musti and
Sikhara to
denote Hala
10 | Buddha Both hands Dola - Natural
standing
position
11 | Kalki One hand | - - Standing
Pataka on one
upward leg
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2.6.5 Observations

The Abhinaya Darpanam which was written by NandikeSvara
mentions DaSavatara with the specific hastas. By these gestures a
dancer can indicate various incarnations of Visnu. As some scholars
have suggested, 12™ century as the possible date of the Abhinaya
Darpanam this also means that NandikeSvara wrote his treatise in the
same century in which Jayadeva composed his dramatic poetry Gita-
Govinda. However, it may be noted that Jayadeva has accepted
Buddha as one of the incarnations of Visnu but NandikeS§vara does not
mention Buddhavatara hasta in his list of DaSavatara hastas in the
Abhinaya Darpanam. The Bharatarnava another work by NandikeSvara
which includes hand gestures and postures related to each avatara
includes Buddha in the list of Visnu’s avatara. This indicates that may
be at the time of Jayadeva there must have been a practice of using
specific hand gestures for a particular character and to show his mood
with a prescribed hand gesture in a formalized way in Indian dance or

drama performance.

It will be obvious from the above discussion that there are many vital
points of contact between the art of iconography and the art of
dancing. The Dasavatara hastas described in the Abhinaya Darpanam
can be applied fairly accurately to the hastas of the different
sculptured images of DaSavatara seen in Indian iconography. The use
of specific hand gestures in Indian classical dance is very much
predominant but in DaSavatara Nataka of Maharashtra, the actors
never limit themselves to the use of hastas. But it is interesting to

observe that they do make use of sthanas mentioned in the Sastras.
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2.7 Philatelic collection of Dasavatara

(Stamp-collection)

2.7.1 Introduction

Indian Philately reflects Indian history, culture, traditions and
achievements in all its facets. Through the stamp collection the nation
pays its glorious tribute to the great Saints and Philosophers, Poets and
Writers, Artists and many others. The Indian Postal Service issued a

series of ten stamps with the DaSavatara as the theme in the year 2009.

The list of incarnations sometimes includes Balaram instead of Krsna
as eighth incarnation and Buddha as ninth incarnation due to various

reasomns.

Though Krsnavatar is the most popular incarnation of Visnu, being an
absolute incarnation, it is not referred to as an incarnation but as Lord

Visnu himself in Jayadeva’s Gita Govinda.

Here is a compilation of the stamps issued representing different

Avatara of Visnu.

* Buddhavatara
The connection between Hinduism and Buddhism can be observed
from the seventh-eight century C.E. Buddha (PL.11, Fig. 1.b) figures
are shown in the list of Dasavatara, even 12" century poet Jayadeva
mentions Buddha avatara in his poem and says that ‘Lord came to
purify Hinduism of its excessive ritualism’. It is interesting to note
that Nepal postal service issued a stamp showing Buddha’s birth at

Lumbini. ( PL.11, Fig. 1.a)

110



1. "Siddhartha with injured bird" issued in 1991 on Birth
Centenary (PL.11, Fig. 2.a)"*°

2. Ajanta Cave Painting of Padmapani, issued in 1971 on the 25th
Anniversary of UNESCO (PL.11, Fig. 2.b)

= Matsyavatara
Matsya avatara represents the form of a giant fish, Lord Visnu
assumed this form to retrieve the four Vedas which were stolen from

Brahma by the demon Hayagriva. (PL.11, Fig. 3.a and 3.b)

The mythical story behind Matsya avatar is very much similar to the
story of Biblical Noah. Matsya avatar was taken by lord Visnu during
the pralaya that submerged the earth. Visnu commanded Manu to
gather samples of different species and wait in a boat. The gigantic
golden fish then dragged the boat through the deluge. This act Lord

Visnu of enabled Brahma to start the new creation.

= Kiurmavatara
The second incarnation refers to the form of a tortoise, which is
Kiurmavatara. This was an amphibious creature. (PL.11, Fig. 4.a and

4.b)

Lord Visnu took the form of an immense tortoise for bearing the
weight of the mount Mandara on his back, the mount was used as a
churning whisk by gods and demons during the Churning of the Ocean
with the goal to get Amrta, or the divine elixir which gives

immortality. (PL.12, Fig. 4.c)

= Varahavatara
This is the third incarnation of lord Visnu and indicates the evolution

process of life form which has moved out of water and has adapted to

126 India Postage Stamps since 1947, Published by Indian Post and Telegraphs
Department, Govt. of India, New Delhi. (1982)
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land. Varaha means boar and is a complete animal. In the Varaha
avatara lord Visnu lifted the earth out of the flood water which had

been submerged. (PL.12, Fig. 5.a and 5.b)

* Narasimhavatara
In this fourth incarnation, Lord Visnu appeared on earth as half man-
half lion for the purpose of saving His devotee Prahlada, son of the
wicked demon Hiranyakasyapu, who considered Lord Visnu as his

enemy.

In South India, during Bhagwata Mela Nataka, when the story of
Prahlada is staged, the player who depicts Narasimha wears a ritual
mask richly coloured and bejewelled. This mask is kept inside the

temple and prayers are offered to it daily. (PL.12, Fig. 6.a, 6.b and 6.c)

* Vamanavatara
Vamana avatara is the most popular incarnation of Lord Visnu, adored
and celebrated in Kerala on the eve of Onam. The idols of Vamana
found are short, representing a child adorning the sacred thread in his
left hand he holds an umbrella and in right a kamandalu. (PL.12, Fig.
7.a and 7.b) Visnu in the guise of a young Brahmin boy approached
Bali and asked for a strip of land, measured by three paces by is tiny
feet. King Bali recognised it was only Mahavisnu that came to him for
the gift. He felt elated that the Mighty Lord of the whole universe
approached him for charity. He readily granted His wish. Vamana
covered the earth and heaven with his two steps. Then King Bali in all

humility offered his head for the third pace.

* ParaSurama
ParaSurama the sixth incarnation of Lord, the valiant son of Jamadagni
and Renuka, endowed with all the sterling qualities of the head and the

heart, characteristic of a warrior king. (PL.12, Fig. 8.a and PL.13, 8.b)
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This incarnation is the only one of the traditional ten avatara that is
not a direct descent of lord Visnu. One can come across the stories
about ParaSurama in the Ramayana, the Mahabharata and in some

Puranas.

e Rama
Rama avatara is one of the two most popular incarnations of lord
Visnu. Rama is adored as a paragon of virtues and icon of ideals. He
was the very embodiment of dignity, modesty and virtue. Rama
destroyed the demon king Ravana who committed the incorrigible
crime of abducting Sita. He is portrayed with the bow and arrows.

(PL.13, Fig. 9.a, 9.b and 9.c)

= Balarama
He is the elder brother of Lord Krsna. The role of Balarama is not
very significant as compared with Rama and Krsna. He is taken as one
of the avataras Visnu. Though it is not a parnavatara, it is included in
the incarnations of Lord Visnu in the South India. But in the North
India in certain regions, Balarama is substituted by Buddha. (PL.13,
Fig. 10)

* Krsna

He is the most popular incarnation of Lord Visnu and is indicative of
man’s advancement in the different fields. It is called as piarnavatara;
this avatara fascinates our attention right from his birth till his end.
He distinguishes himself by his pranks in his childhood; in youth, as a
lover, in valour as a warrior, an able charioteer, a friend, philosopher
and guide. The significance of this avatara is brought out through the
vital part, he played in the Mahabharata. (PL.13, Fig. 11.a, 11.b and
11.c)
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= Kalki

Kalki as a destroyer and this incarnation is expected at the end of the
kaliyuga when people will lose faith in their religion and will be cruel.
For Kalki avatara, Jayadeva writes in the ‘Gita Govinda’, “Oh Lord,
in the form of Kalki, you come to destroy the wicked, you carry the
sword in your hand...” (PL.14, Fig. 12)

Courtesy: The  collection  includes some  stamps  from
http://rainbowstampnews.blogspot.com/2010/01/shimla-january-2010-

issu-25

< Philatelic collection of DaSavatara

The Indian Postal Service issued a set of commemorative stamps in the
year 2009 based on Orissa School of paintings personifying first
chapter of Jaydeva’s ‘Gita Govinda’ glorifying the “Ten Incarnations

of Lord Visnu”. (PL.14, Fig. 13a and b)

2.7.2 Observations

In this way not only literary intelligence of Indian poet, Jayadeva is
highlighted but also an effort is made to spread a part of Indian Art
and culture to every part of the world through these tiny
representatives. DaSavatara theme is also used in modern age as an

educational aid.
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2.8 Films and Multimedia

2.8.1 The ‘Dasavatar’ Application for iPad

Art and Craft are interdependent forms. In recent times technical
devices such as photography, film, Computer animation etc. are being
employed for their preservation. The ‘DaSavatara’ mobile application

for 1iPad 1s Among the First of its Kind for Promoting Art.

» DaSavatara is a series of paintings by the eminent artist Bharat
Tripathi that depict each of Visnu's ten incarnations, per Hindu
mythology that showcases art on iPads. It is the latest of his

127

works'“’. This application is about Da$avatara (Visnu's ten

incarnations). Bharat Tripathi'*® is a Mumbai based artist, and is
a former income tax commissioner. He has contributed by
presenting 'DaSavatara’ in a figurative abstract form. This is a
very innovative and beautiful art work. (PL.15, Fig. 14)

9

> Dasavatara App.'”. This Application contains the $lokas of
DaSavatara. It is published by Arabinda Lenka. There is another
application which is published by Sunil Kapadia. This is an
informative application, which describes the ten incarnations of
Visnu.

> Radio Web Carnatic'”’- This program features some songs
conected to Dasavatara. The program is conducted by RIJ:

Srividya.
2.8.2 Film and Animation

Arts and entertainment in India has a rich and ancient history. Arts
refer to paintings, architecture, literature, music, dance, languages and

cinema also. India is a major regional centre for cinema.

127 As reported in http://www.extentia.com/

128 As reported in http://www.ixtentia,com/apps-portfolio/

12 As reported in apps.microsoft.com/windows/en.us/app/dashavtar
3% As reported in radioweb.in/programs/aspects-vishnu-dashavatara
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» A mythological Kannada film DaSavatara-Full Length in HD
was released in India, depicting the ten principle avatars of

Lord Visnu"'. (Video- 5)

» Short film
Special mention must be needed for the award winning Short
film Avatar (Video- 6), released on Apr 20, 2012. The film is produced
by Shri. Ram Mohan. The concept, Direction and animation are done
by Upasana Nattoji Roy. This film is a combination of different Indian
art forms. There is a blending of Classical Tanjavur paintings with the

art of storytelling'*.

» Video game
Some short stories about the various incarnations are narrated with the
support of sound and voice, which is followed by an interactive story
cum game for children aged 5-7 yrs of age. This not only provides
small tasks at each level after the story but also educate them
indirectly about the Hindu Gods. The project is done by Smt.Vasudha
from New Delhi, India'*. (PL.15, Fig. 15 a, b, ¢, d)

» Another interesting interactive installation titled Dasavatara (the
evolution of life) exhibited at the Traffic Island, Kala Ghoda Arts
Festival on 4th to 12th February 2012, in Mumbai. This creative
installation was created by Dr. Ajanta Sen, Founder, and Design in

India.

! As reported in www.ninepix.com/anushka-shetty/kannada-movie---dashavatara
12 As reported in wn.com/Dashavathara
¥ As reported in www.behance.net/gallery/DASHAVATARA-Interactive-Game
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CHAPTER -3

SIMILARITIES IN THE CONCEPT OF EVOLUTION AND
DASAVATARA

Geologic time means the entire life span on the earth. Plants
and animals change gradually and present a chronological sequence of
events, this leads to the evolution of different complex forms'. Initially
the earth was molten. The oldest rocks began to solidify about four
billion years ago, but the inner core remained fluid, driving volcanic
activity. The oceans provided the cradle from which life emerged.
Nobody knows exactly how this happened, but early in the earth’s
history molecules with the ability to copy them appeared in the
chemicals present in the ocean water’. These evolutionary changes
which are found in the rock beds are studied in the form of fossils.
This chapter focuses on the gradual development of Dasavatara in

relation to the evolutionary developments.

3.1.1 Similarities in the concept of Dasavatara and modern
Geology

The concept of biological evolution is clearly shown in the form of
Dasavatara of Lord Visnu in Hindu mythology. If we try and study the
subject making a comparison of it with the geologic time scale we do
find quite a few interesting similarities. According to DaSavatara
concept the first avatara of Visnu in the form of a fish appeared on
this earth. We can compare this with biological events on different

geological time scale.

! As reported in http://nitishpriyadarshi.blog.com/2009/05/similarities-in-concept-of-
evolution-

* The origins of everyday things edited and designed by: The Reader’s Digest Association
Ltd.,London, 2002, Reprint, PP.11.
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Simple organisms that we would recognise as being alive existed in
seawater. These were single-celled creatures, and they began to
transform the earth. Matsya the fish incarnation symbolises the
forming of the protoplasm. Fish with backbones were living by 450
million years ago, at about the same time as the first plants started

growing on land’.

Next, these water animals began to crawl on the land and started living
in both habitats. Insects and amphibians appeared 60 million years
later. In DaSavatara the second avatara was in the form of turtle
(reptiles). In geology also the first reptiles come as second important

evolution.

The third Varaha avatara was in the form of a wild Boar indicates the

birth of the mammals.

Narasimmha, the Man-Lion was the fourth avatara. But in geology no
such evidences are mentioned. It may indicate the development of

human limbs and evolution of ape-man form.

The fifth Vamana avatara reflects the early stage of development of
man. Ardipithecus ramidus was an ape that had some human features;
small eye, teeth and a narrow base to the skull. It also walked upright,
had a small brain and lived in the forests, feeding mainly on fruit*. The
course of evolution that led from Ardipithecus to Homo sapiens is
complex and far from clear. But some 3 to 5 million years ago an ape
emerged which stood upright at about four feet high, with short legs
and long arms. Named after the region of Ethiopia where its fossil

remains have been found’.

? The origins of everyday things edited and designed by: The Reader’s Digest Association
Ltd.,London, 2002, Reprint, PP.11

*Ibid. PP. 12

> Ibid. PP. 12-13
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ParaSurama, the sixth avatara is shown with an axe. It has the
similarities with the Stone Age man and the axe symbolises the use of

metal by humans.

Lord Rama shows the ability to have an administration power; Lord
Krsna and Lord Buddha were the other avataras of Lord Visnu. This

process indicates the physical and mental changes in human from.

The first was the Rama avatara. This avatara shows the ability of
mankind to have an administration power. Lord Visnu incarnated
himself in this form to save the world from the oppressions of the
demon king Ravana. Krsna avatara reflects the scientific development

of man.

The Buddha avatara reflects the intellectual development of man.

The next avatara in the list of the Dasavatara is Kalki. Some scholars
opine that Kalki is a human incarnation and yet to come. He will judge
the wicked, reward the good, and restore the coming age. This is a late
addition to Vaisnava myth, and does not play a very important part in

literature or iconography.

The evolution of the incarnations of Lord Visnu from the Matsya to
higher forms of life and their reflection on the history of mankind is
an interesting topic. However, it is not our purpose here to go into
greater detail of the subject. There are difference of opinions among
the scholars regarding comparing the time of evolution of different
spices in DaSavatara and modern geological time scale. The major
difference present in the sequence of the evolution of different spices

is that, in Dasavatara there is no concept of Dinosaurs or birds.
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3.1.2 Darwinian’s theory of evolution and Dasavatara

Charles Darwin (1809-1882 C.E.) the English naturalist announced his
theory which is one of the main ideas in the theory of evolution in the
year 1859 C.E. He says that fossils showed how plants and animals
evolved gradually over millions of years from primitive forms of life.
The ten avatara of Lord Visnu are also connected to the evolutionary
development of animal kingdom. An avatara means the incarnation or
bodily manifestation of an immortal being. It derives from the Sanskrit
word 'avatara' which means "descent" and usually implies a deliberate
for special purposes. Etymology of the term avatara shows ‘ava’
meaning ‘away, down or off’ prefixed to the verbal root ‘7Tr’ meaning
‘to cross over’. About this avatara, Panini explained it as the
procedure from the highest position to come down.® Avatdra means
coming down of any Lord or Goddess. They incarnate themselves in
the form of human or any other form to protect their devotees and the
world from wicked people. This concept is well explained in the
famous verse of Bhagavata Purana, “Yada Yada hi dharmasya.....

(B.P. 4.7-8).

These incarnations are said to have been in the human form, animal
form or even in the combined human-animal form. Here, the ten
incarnations are explained with the reference of evolutionary

development’.

Vinod M. K. mentioned the scientific view of Dasavatara in his article
‘Darwinian Dasavatara®’.He states that the Dasavatara seem to have

given us the theory of Evolution, even though in a different way, very

6 ¢

ave trstrorgha’ (3.3.120) Panini, Paniniya Siksa: Narayana Mishra, Chaukhamba
Orientalia, Varanasi, Delhi, (1978), First edition

7 Agrawal V. S.: Matsya Purana: A study, glory of Narayana, All India Kashiraj Trust,
Varanasi, (1963) first edition, pp. 263

¥ As reported in http://creative.sulekha.com/darwinian-dashavatara
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much before Darwin’s’ time. Mr. Vinod has shown the gradual
development of DaSavatara in relation to the evolutionary
developments of animal kingdom and also mentions that “Darwin’s
work i1s a far more scientific version, better suited for scholastic
purposes, the Dasavatara too, if understood properly, is a meaningful

study of evolution™".

The divinities and heroes composing the list were adopted by
Vaisnavism at different times, but all were incorporated by the
eleventh century C.E. Krsna and Balarama, though two separate
incarnations, existed at the same time. That explains the coexistence of
the different avatara. Similarly, ParaSurama makes an appearance in
the Ramayana as well as the Mahabharata. The DaSavatara justifies
this by saying that ParaSurama was immortal. The scriptures speak of
God and His power of assuming different forms and science explains
us that the beings can transform themselves physically to adapt to their

surroundings.

3.2 The Saligrama

The Saligrama is the most sacred stone worshipped by the Vaisnavas,
it is used to worship Visnu. The Saligrama is considered a direct
symbol of Lord Visnu in the form of stone. The stones which appear in
a place called Damoder kunda in Nepal near Gandaki River are called
Salagrama §ilas. (PL.XVI, Fig. 1.a,b and c) This stone is the dwelling
place for a small insect which cuts through the Saligram stone with its
tooth and stays inside it''. The Saligrama stones are formed million of
years back when the Himalaya was an ocean floor. The marks on the

Saligrama the discus of Lord Visnu give it a special significance. The

° The English Naturalist Charles Darwin (1809-1882) developed his ideas about
evolution in to a proper scientific theory, The Children’s Ency., Earth and Space, Pub.
Parragon (2012), PP.32

1% As reported in http://creative.sulekha.com/darwinian-dashavatara

" From personal communication with Dr. Ajit Vartak
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Saligrama is in black colour. The stones are of different shapes and
sizes. They are often associated with different incarnations of Lord

Vishnu.

Scientifically the Saligrama is described as fossil-stones and
characterized by the presence of discus marks. The black stones of
Saligrama in which fossil ammonites are embedded are the most well
known stones in the world. Dr. Ajit Vartak, a geologist from Pune, has
travelled across the Indian subcontinents to locate the fossils'>. He has
studied hundreds of these specimens. Though Ammonites is his focus
of study, his collection includes other fossil types as well from all
around the globe. His collection throws light on different fossil groups

of different periods.”

While interviewing him, pointing out at a
whorled Ammonite cast in black limestone from his collection Dr.
Vartak said that the particular one dates back to the Jurassic period
and is about 160 million years old. In India these black ammonites are
known as Saligrama and have been worshipped as a representation of

Lord Visnu since ancient times'.

The legend, tells us that Lord Visnu for the benefit of mankind in
kaliyuga comes on the earth in the form of Sﬁligrﬁma and in the fulsi
plants. The worship of Visnu in the form of Saligrama is iconic in
character. They are worshipped in the Indian temples and monasteries.
These scared stones are worshiped as visible and natural emblems of
Lord Visnu. They are also worshipped in religious functions like

Vastu-§anti puja etc.

Significance of Saligrama is described in Agni purana, Devi

Bhagavata and Skanda purana. Most puranas advocate that the

12 . . . . .
The remains of an animal or plant present from an earlier era inside a rock or
other geologic deposit, often as an impression or in petrified state.
BAs reported in www.indianexpress.com/news/tales-from-a-frozen-past/
14 T1a:
Ibid

122



worship of Shaligrama brings prosperity, good health and wealth,
success and long life.

"apiitro labhate pitram Salagrama-pijanat"”

3.3 Rudraksa

Rudraksa'® is the seed of the Rudraksa tree. The dry seeds of the
Rudraksa are being used as a rosary, also worn as an ornament. The
seed of Rudraksa is rough in texture, with the outer shell divided into
different segments by prominent ridges running from top to bottom.
These form the faces of the Rudraksa. The number of faces range from
one to twenty-one. A major percentage of beads available have five or
six faces. It is interesting to note that the Rudraksa with ten faces' is a

symbol of Visnu and Rudraksa with sixteen faces is a symbol of Kalki.

Observations

Thus, the working premises of the DaSavatara and the Theory of
Evolution do have certain similarities in concept. The worship of
Visnu in the shape of a Saligrama, is an iconic in character. Worship
of the Saligrama and the Rudraksa is widespread and dates back to a
distant past. We can clearly make out that the tendency of connecting
natural objects to the form of Lord Visnu is quite ancient who is
considered as a preserver of the Universe and protector of the earth or
Bhumidevi. Therefore, the concept of Dasavatara gives indirect

message- “Save Earth”/ “Save Nature”.

'S Rao Ramachandra S. K., (1996) Saligrama-Kosa Vol.2, First edition, Kalpataru
Research Achademy, No.37, Shankara Park, Shankarapuram, Bangalore 560004.

' Kamal Narayan Seetha: (2008), The Power of Rudraksha (Hindi), Jaico Publishing
House, Fort, Mumbai- 400001.

'7 Shastri Tileshwarnath: Rudraksha Mahatmya aur Dharana Vidhi, Bholanath Book
depot, Colcatta-7, PP.21
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CHAPTER- 4

ELUCIDATION OF DASAVATARA IN MUSIC AND
DANCE LITERATURE

4.1 Introduction

Indian poetry and Indian literature in general, have a long
history dating back to Vedic times. Poetry reflects diverse spiritual
traditions within India. Classical poetry refers to the poetry produced
during approximately the 3™ to the 8" centuries C.E. In Indian
traditional drama, words and their meanings have to be conveyed to
the audience with appropriate musical forms chosen to increase the
intensity of the meaning. Thus, songs in these plays are both
meaningful and poetically expressive; the quality of poetry has meant
also, adherence to metres. In India, the basis of metrical forms is not
accent but the duration of a syllable. Metrical forms that grew popular
during the medieval period were primarily those that lent themselves
well to recitation, long-drawn out singing and dance-accompaniment.
Ballad-singers, minstrels and court-singers were in plenty during the
medieval period when India was divided into different parts. Bards

and minstrels popularized metres which passed into the regional plays.

The synthesis between poetry and music has also been promoted by
the temple during the 11" to the 16™ centuries C.E. in northern India.
Some of the greatest poets of that period in the regional languages
were saints and devotees of the Vaisnava temples. Their poems were
meant to be sung at the temples and as they were themselves well-
versed in music, their compositions set a pattern for musical poetry
that has been readily adopted by drama. That is also perhaps the
reason for devotional music occupying in traditional regional plays a
place equal in importance to heroic and romantic music. The kirtana

of the Bengali Jatra play is an example of devotional music. Gita-
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Govinda of Jayadeva also had a great impact on the religious, social
and artistic traditions of Orissa. The Astapadis of the Gita Govinda
form a staple theme in present-day Bharatanatyam and Odissi classical

dance recitals.

After the 11™ century C.E., the use of Sanskrit for general literature
declined, most importantly because of the emergence of literature in
vernacular Indian languages (notably Hindi, Marathi, Telugu, Tamil
and Kannada). Telugu and Tamil poetry originated in the southern
provinces of India was used by Bhakti reformers to reach the common
man and spread their ideas. Tamil literature has a rich and long
literary tradition spanning more than two thousand years. From the 6
to 12" century C.E. the Tamil devotional poems written by Nayandrs
(sages of Saivism) and Alvars, (sages of Vaisnavism) heralded the
great Bhakti movement. The earliest known extant literary work in
Malayalam is Ramacaritam, an epic poem written in the late 12™ or
early 13™ century. Ramacaritam mainly consists of stories from the
Yuddha Kanda of the Ramayana. Kannada poetry called Vacanas, were
comments on that period's social, religious and economic conditions.
The Haridasas around 15" century C.E. spread the message of bhakti
through their Dasa Sahitya, popularly known as Devaranamas. These
poems called Padas were usually of 10 to 20 lines and expressed the

desire of the Bhakta or devotee to be one with God.

This chapter aims to highlight the aspects pertaining to the literary
value of the compositions based on DaSavatara theme. There are
numerous compositions which are based on the theme of DaSavatara.
That is why the description of only a few illustrative compositions on

DaSavatara has been given in this chapter.

Puranas describe numerous and extremely varied forms of the avatara
that Lord Visnu took at various stages, for various reasons. Gradually,

the principal avatara of Lord Visnu came to be restricted to ten. This
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list of ten avatara appears in an inscription probably for the first time
on the lintel above the figure of Sankaranarayana in the Varaha
Perumal temple at Mahabalipuram in the latter half of the seventh

century.

Matsya kitrmovarahasca narasirmhotha vamanah |

Ramo ramasca krsnasca buddhakalki ca te dasah |

(In the above inscription, the first six letters were mutilated, and

could not be read properly.)

The Veiikate§asuprabhatam composed in Sanskrit (1430 c¢.C.E.) by Sri
Anantacarya, the Ramanujacarya of Kanchipuram which starts with
the hymn dedicated to Sri Rama and the twenty forth sloka verses

places his ten incarnations.

HielTpd A GDIele] 1 gaA 0Tl
QA GRRAUTIY A THTeg |
AVIIRTH YgAeGsl hicehd

o\

MAgheradd dd aeTaH, |l

“minakrte kamathakolanrsimhavarnin
svamin parasvadhatapodhana ramacandra |
sesamsSarama yadunandana kalkiripa
Srivenkatacalapate tava suprabhatam |....”

Lord in ten incarnations of Matsya (Fish), Kamatha (Tortoise), Kola
(Boar), Narasirhha (Man-lion), Trivikrama (Dwarf), ParaSurama,
Rama, Balarama, Krsna and Kalki! Lord of Venkatachala! May it be

an auspicious dawn to Thee.

Ksemendra also comes from that time, which produced a striking
constellation of encyclopaedic writers. Ksemendra’s birth is placed
somewhere after 990 c.C.E. His literary activities fall in the middle of

11" century C.E. His work Dasavatara Carita describes and extols the
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ten incarnations of Visnu in ten separate sections in 1764 verses. In
Dasavatara Carita probably finished in 1066 c¢.C.E. Ksemendra salutes
various incarnations of Visnu. He has selected Matsya, Kurma,
Varaha, Narasimha, Vamana, ParaSurama, Rama, Krsna, Buddha and
Kalki. In this work the ninth avatara, Buddha has been represented as

the personification of Krsna.

Ksemendra on Kalki:

svachhanda-prochhalan-mlenchha-timirodbheda-sach-Chavih |
kalki-Visnuh prakasaya prabhatarka ivastu vah || !

Visnu’s incarnation Kalki would take avatara to end Kali age. He
would save the country from the devastation and finish mlernicchas and

thus would establish peace on earth.

Ksemendra’s selection of Avatara is attributed to Puranas. He seems
to have written this work to highlight different powers of these
avatara and moralise the corrupt society of Kashmir, by propagating

their worship.?

Many of the avatara stotras can be found in the Bhagavata Purana.
There is a Vamana stotra from Padma Purana. Among the several
Narasimha stotra; the one by Adi Saflkaracﬁrya is famous. In this
collection a rare and great prayer extolling Narasimha, composed by
Sani§chara (moving planet) is included. In this composition Lord
Narasimha tells Sani that the evil effects that are brought about by
Sani would be cured by reading this prayer on Saturdays. A prayer of
the nails of Narasimha (App. A. 15) also stands out; it was written as
an introduction for the Hari Vayu Stuti which was written by saint
Madhvacharya’s disciple Shri Trivikramacarya. Also a rare prayer

praising the Matsya avatara (App. A. 13) is included therein. Kurma is

'Pathak Arun: Da$avatarcaritam, Mahakavi Ksemendra Pranit-Sahittik evam Sanskrutik
AnuSilan, Sharada Publishing House, Delhi .PP. 268.

’Khosla Sarla, Kshemendra and His Times (Socio-Religious and Economic History of
Kashmir as Depicted by Kshemendra) 2001, Published by Radhe shyam Shukla for
Pratibha Prakashan, Delhi-110007.PP.53.
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the second incarnation of Visnu. Prayer to the incarnation of Kurma
(App. A. 10) is taken from a Malyalam sfotra book, of which the name
or the publishers are not known. Visnu in the form of a boar killed
Hiranyaksa a demon. The sages assembled there praised him by this
prayer which occurs in the third skandha and in the thirteenth chapter
in Slokas 33-44 of Bhagavata. In the composition praising Varaha
avatara, Varaha is described as the form of Yajfiya and his body parts
are identified with the various articles used in the Yajiiya (The
translation of Bhagavata by Shri. C.I. Goswami has been taken in the
collection, which was published by the Gita Press, Gorakhpur). Visnu
took the form of a young Brahmin boy, (dwarf), called Vamana. The
people of Kerala believe that he visits them on their festival of
Thiruonam and people of Karnataka believe that he visits them every

year on Bali Padyami. This is a very rare sfotra, addressed to Vamana.

Parasurama was an avatara of Visnu. ParaSurama, after killing the
ksatriyas, gave all the land he won in charity. Then he threw his axe
and raised the present day Kerala, this land 1is called
ParaSuramaksetra. It seems that it has been the practice in Kerala in
ancient days to sing this prayer to ParaSurama, before starting any

religious rites.

Many great composers of the North and South Indian system of music
also turned their attention to the ten incarnations of Lord Visnu, and
we find numerous Krtis, and Kirtana’s glorifying the ten avatara.
These compositions involve at least ten stanzas, one for each
incarnation. The foremost among these, is in the gitam format, in poet
Jayadeva’s Gita-Govinda mahakavya, which starts with
“pralayapayodhijale”. There are ten stanzas, one describing each
avatara, each ending with the phrases “Jaya Jagadisa Hare”, and a
concluding stanza, recording the author’s signature. Also in Andal’s
poems we find the description of some avatara. During the period

when the musical trinity (Tyagaraja, Muttusvami Diksitar, and
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Shyama Shastri), nourished the Carnatic music with their
compositions, we find numerous stotras on some or all ten of the
avatara. A single work containing all ten avatara is a Dasavatara Stuti
composed by Vadiraja, consisting of thirty-four stanzas in a rare and

lengthy metre in Sanskrit language (App. A. 24, 25)

The collection of DaSavatara compositions also includes DaSavatara
Sabdam (App. A. 19) which renders the ten incarnations of Visnu, in
Telugu language and is performed at a fast tempo. It is a composition
of Siddhabatula Rangadasu of Peddapulivaru in Andhra Pradesh. The
ten couplets, though similar in structure, are quite different. A
ragamalika, “parkadal alai mele”, in Tamil, sung by M.L.
Vasantakumari, is a very popular song on the ten incarnations. It is
actually a film song composed for the Tamil movie,” Raja Desingh”

(App. A. 18).

Besides these compositions, the theme of the ten incarnations is
repeated in many other compositions. The caranam of the krti, “Sri
Satyanarayanam Upasamhe” by Muttusvami Dikshitar, in raga
Shubhapantuvarali has the lines “Matsya Kiarma Varahadi Dasavatara
Prabhavam”. There are several prayers addressed to Visnu in his ten
incarnations in different languages. Some Malyalam Dasavatara Stutis
(App- A. 5, 6, 7)) are also included in the collection from which a rare
one is written in the Bhujanga metre (App. A. 8 ). Also a unique
prayer on DasSavatara which describes, a bhakta’s complain to the god
that he does not show the same haste in solving the devotee’s
problems as he did when he took several incarnations in the world is

available.

All these avatdara manifest Visnu, or a portion of Himself, in a human,
an animal, or a human-animal form. As can be seen from all the
collected compositions, all but one avatara has been generally agreed

upon by all available sources. The ninth one, according to some
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sources is Balarama, the elder brother of Krsna, and while some other

sources accept it as Buddha.

4.2 Dasavatara and Indian Saint Literature
Andal is an 8" century C.E. (or earlier) Tamil saint and one of the
twelve Alvars (saints) and the only woman Alvar of Vaisnavism.

Andal is known for her devotion towards Lord Visnu.’

Andal composed two works in her short life of fifteen years. Her first
work is a collection of thirty verses known as Thiruppavai and the
second is the Nachiar Tirumozhi, a poem of one hundred and forty-
three verses. Both of these works have been studied extensively by
many scholars. Andal’s only God is Krsna, the incarnation of Visnu.
Visnu Himself is frequently mentioned in her poem, (App. A.2) and
among his incarnations reference is made most frequently to Vamana-
Trivikrama, Rama, Balarama, Narasimha and almost certainly to

Kirma.

Kiurma

Cinturac cempotip pil tirumaliruiicitlai enkum
Intira kiipankalt eluntum parantittanaval;
Mantaram natti anru maturak koluficaru konta

Cuntarattolutaiyan culalaiyininru uytun kolia?

Varaha

Paci tirttuk kitanta par-makatkup pantu oru nal |
Macu utampil nir vara manam ilap panri am |
Ticu utaiya tivar tiruvarankac celvanar |

Piciyiruppanakal pirkkavum piravr |

*Sundaram P.S.:The Poems Of Andala, 1987, Anathacharya Indological Research
Institute 625, Cuff Parade, Bombay-5.
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Narasirmhha

naru narum polilmaliruficiilai nampikku nan |
niiru tatavil venney vaynErntu paravi vaittin |
niiru tata nirainta akkara aticil connEn |

eru tiuvutaiyan inru vantu ivai kollun koli? |

Adi Saﬁkare‘tce‘trya (788¢.C.E.-820c.C.E.) also known as Sankara
Bhagavatpadacarya and Adi Sankaracarya, was an Indian philosopher
from Kalady of present day Kerala who consolidated the doctrine of
Advaita Vedanta.* Traditionally, his works are classified under Bhasya
(commentary), Prakarana grantha and Stotra. The devotional hymns
are rich in poetry, (App. A.1) serving to highlight the relationship
between the devotee and the deity. In the following lines of “Shri
Visnupadadikesanta Stotra” in Sanskrit, he mentions Krsna and

Buddha avatara.

HAET: AT agl RERuafAdd T STAGT: |
FIGET: HAUTA AATIAIAAT AT FHfohsifasas ||
fasoiemadrT Jaafgaes aAHEAaATT: |
URIGHATT U IO epSOTHR Eetrerar 3 ||

(4 fasurUTETfe R emeaedr )

Madhvacarya was born on the auspicious day of Vijaya-Dasami in
1238c. C. E. at Pajaka, a tiny hamlet near Udupi. Traditionally it is
believed that Nadillaya Narayana Bhatta is the name of his father and
Vedavati is the mother. They named him Vasudeva at birth. Later he
became famous by the names Pirna-prajilya, Anandatirtha and
Madhvacarya.” The Works of Madhvacarya are many in number and

include commentaries on the Vedas, Upanisadas, the Bhagavatagita

4 Deshmukh D.: Srimad AdiSankarﬁcﬁrya Viracita Stotravali, Part-1, Prasad Publication
Pune-30, PP. 7

> Kulkarni Vinayak: Acaryance Vedanta Cintana ani Bhagavat Gitecya Prabhavaci
Ksetre, Gitadharma Publication, Pune-30
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and the Brahma Sutras. Sr1 Madhvacarya also composed many works

on the philosophy of Tattvavada.

There are two works, which are included in this collection, one is a
stotra or hymn of praise; Narasimha-nakhastuti (App. A.15) and the

other one is DvadaSa-stotra (App.A.11, 12).

Dvadasa sfotra is a series of twelve stotras composed by Sri
Madhvacharya, ‘Dvadasa’ in Sanskrit means twelve and all the twelve
stotras are in praise of Lord Visnu. These stotras were composed in
connection with the installation of the idol of Lord Krsna at Udupi. In
the sixth and ninth stotra, the descriptions of ten avatara have been

given and Buddha avatara is mentioned in both the stotras.
“devakinandana nandakumara vrindavandiichana gokulachandra
kandaphalashana sundararipa nanditagokula vanditapada
indrasutavaka nandakahasta chandanacharchita sundarinatha
indivarodara dalanayana mandara dharin.h govinda vande
chandrashatanana kundasuhdsa nanditadaivatanandasupiirna
matsyakaripa layodaviharin vedavinetra chaturmukhavandya
kiarmasvaripaka mandaradharin lokavidharaka devavarenya .....
Jayadeva was a great Sanskrit poet (1200 c.C.E.) He is most known
for his composition, the epic poem Gita Govinda, which depicts the
divine love of Krsna and his consort, Radha, and it is considered an
important text in the Bhakti movement.® It is a lyrical poetry that is
organized into twelve chapters. Each chapter is divided into twenty
four divisions called prabandha. The prabandhas contain different

couplets called Astapadas. Jayadeva’s DaSavatara stuti ( App. A. 9)

appears in the first prabandha of Gita Govinda, which is “DaSavatara

® Anand Sadhale, Gita Govind, 2™ edition, 1983, Magestic book stall, Mumbai-4,
Introduction.
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Kirtidhavala”, rendered in raga Malavagaula and rala Rupaka, (as
mentioned by some translators of Gita Govinda.)’, and it is important
to note that the ninth segment of this composition refers to Buddha as

Visnu’s avatara.

Vedanta DeSika (Swami Desikan, Thoopul Nigamaantha Desikan)
(1269 — 1370 c¢. C.E.) was conferred the title of Sarva Tantra
Swatantra (master of all arts, crafts and artefacts) by Ranganayaki
thaayar.® His writings include devotional works on different deities
and Acaryas, treatises on Viistadvaita, commentary on the Bhagavad
Gita, Tamil poems, epic poems and dramas in Sanskrit and other
treatises. His gloss on the meanings of the Vedas created history
because it exposed the Divya Prabhandha of the Alvars to a much
wider audience and elevated it to a status equivalent to that of the
Vedas in the eyes of the Tamil Vaisnava people. Dasavatara stotra (
App. A, 20) of swami Desika begins with an introductory Sloka. He
mentions the Matsya, Kirma, Varaha, Nrisimha, Vamana, ParaSurama,
Rama, Balarama, Krsna and Kalki avatara. The last Sloka includes

Phalasruti.
Matsya

“nirmagna Sruti jala margana dasa dataksanair viksanaih
antah tanvadhiva aravinda gahanan oudanvathinam apam |

nispratyitha taranga ringana mitah pratyiida patah chada

»»

dola aroha sadohalam bhagavatah matsyam vapuh patu nah
Kurma

“nirmagna Sruti jala margana dasa dataksanair viksanaih

antah tanvadhiva aravinda gahanan oudanvatinam apam |

’Ibid, PP.3
8 Kulkarni Vinayak: Acaryance Vedanta Cintana ani Bhagavat Gitecya Prabhavaci
Ksetre, Gitadharma Publication, Pune-30
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nispratyitha taranga ringana mitah pratyiida patah chada

dola aroha sadohalam bhagavatah matsyam vapuh patu nah ||......

Sri Vadirajatirtha (1480-1600c. C.E.), is considered the second
highest saint in the Madhva hierarchy, next only to Srimad Ananda
Tirtha, even though his guru was Sri Vyasatirtha. He worshipped Lord
Visnu in the form of Haya Vadana.” Sri Vadiraja on his regular
periodic victory travel (digvijaya) visited famous Pandharapura.
During that time, one fine morning when he opened his box of
worshipping idols (Devara Pettige, which contains worshipping idols
and Saligramas) he could not see his deity Sri Hayagriva idol, but
through his vision he could realise what had happened and started
walking towards the Bhimarathi River. At the same time one farmer
(Krsivala, one who does the farming of land) came running towards
him and told him that Swamiji's horse had eaten his nursery plants of
Bengal gram (khadale) caused him huge loss and also told him to
show the place where his horse had eaten his plants in the morning.
The saint started walking towards the farmer’s farm, the farmer also
accompanied him. While going towards the farm Si Vadiraja started
composing Sri Dasavatara Stotra in A§wa-Dhati (raga of horse
footsteps) with utmost devotion. During that time one white horse
came near them dancing, laughing and putting the footsteps according
to the Swamiji's stotra tune. On seeing the horse the farmer pointed
Swamiji towards the horse and told Swamiji that the same horse had
eaten his farm plants. Then Swamiji assured him that he will take care
of the horse and started going near to the horse, suddenly the horse
disappeared from the scene. Farmer was surprised and astonished
about the happening, the farmer and Swamiji went and saw the place
where the horse had eaten the Bengal gram plants. There they could

see that where ever the horse had eaten the plants they saw golden

‘Bhattaru Acharyasaanur Bhima: Vadiraja Virachita Dasavatara Stuti, (Translated
in to Kannada), Published by Sri Parimala Samshodhana and Publishing Mandira
Nanajangud, Bangalore, 1995.
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Bengal grams.' To the astonished farmer Swamiji told that the horse
was none other than god Hayagriva himself; and he has been blessed

with the wealth and can live happily.

“prosthisa vigraha sunisthiva noddhata vishisthambuchari jaladhe |
kosthantarahita vichestagamaugha paramesthiditattvamavamamh |
prestharkasiinumanu jestharthamatmavidatisto yuganta samaye |

sthesthatma srigadhrta kasthambuvahana vara stapadaprabha tano| .....”

Since that time this stotra is considered to be an initiative to get love
from ST Hari and it has been a custom among the devotees to pray or
worship through this stofra while concluding daily puja. This practice

is continuing in all Vaisnva temples even today.

Purandaradasa is famous among the Haridasas of Karnataka; foremost
among the Karnatic composers. He was born in Purandaragad in
Ballary District near the town of Hampi in the year 1484. He was
initiated in to the holy sainthood in 1525 c.C.E. by the great holy saint
Vijasaraya Swami, who gave him the name Purandaradasa. ' His
works have earned the name 'Purandaropanisat’. His compositions
were on a variety of themes. In some of his verses, Purandaradasa
praises Lord Krsna affectionately and in another he has even made fun
of the Lord. His krtis bear the distinct stamp (mudra) of Purandara
Vitthala. Purandardasa has composed a margalam song (App.A.17) on
the Dasavatara theme, offering benedictions to limbs of Visnu from
head to feet, by associating one limb with one avatara. The song is
sung in the raga Madhyamavati. His, another composition on the same
theme is also very interesting, a conversation between goddess Parvati

and Laksmi (App.A.16)

' Ibid. PP.6
" Tyer Panchapakesha: (1992) Shree Purandara Ganamrutham, Published by Ganamrutha
Prachuram, Madras-600028, PP.2
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P: Parvati ; L : Laksmi
P: tarale tarale ranne kappu maiyava yatara caluvane ?
L: kariya jateya jogiginta uttamanalavene ?
P: jaladhiyolu vasavene? manegalu illave ?(Matsya)
L: lalane kelu kadiginta lesu allave ?
P:mandara giriya poththihudhu enu candave ?(Kiirma)
L: kandana oydu adaviyalliduvudhu yava nyayave?
P: mannanu agedu berannu meluvudhu enu svadhave ?(Varaha)
L: tanna kaiyalli kapala pidivudhu yava nyayave ?
P: muttina hara iralu karula maleya dharisuvare ? (narasimha)

L: nithya runda male dharisodu yava nyayave ?

Muthuswami Diksitar (1775 — 1835c. C.E.), is one of the three
immortals who were the makers of the present-day Carnatic music."
Muttuswami Diksitar travelled to many holy shrines throughout his
life. There is hardly any song which does not describe a temple, the
deity worshipped there and the tradition and customs prevalent
locally. Muthuswami Diksitar composed a song depicting all ten
incarnations of Visnu; His creation is a ragamalika on the DaSavatara
theme, but in praise of Lord Venkate§vara of Tirupati. This is a rare
piece. The mudra (signature) “guruguha” appears in the second
couplet of this song, also there is no “ragamudra” (nomenclature of
the rdaga built into the text). It is set in ripaka tala, the featured ragas

are the five Ghana rdagas- Nata, Gaula, Sri Arabhi, Varali, followed by

"2 Parthasarathi T.S.: Muthuswami Diksitar, Great Composers, Ed. By Kuppuswami
Gowri and Hariharan N., 2nd Ed.( 2005) CBH Publications, Nagercoil 629003, PP. 105
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five Mangala ragas- Kedara, Vasanta, Surati, Saurastra and
Madhyamavati (App.A.14) The ninth incarnation in this song is
described as Balarama. In this song, Diksitar attributes the tenth
incarnation to Lord VenkateSvara himself who is the presiding deity of
this kali-yuga, rather than to the customary avatara, Kalki. As can be
seen in the last lines of this composition, Diksitar offers his prayers to

VenkateS§vara of Tirupati, who is the saviour of all beings in this kali

yuga.

“madhavo mam patu matsyavataro vidastiya dustaharo vidadi raksanah

shri

govidam namamyaham guruguhanutakiirmavataram devarajadi pijitam

divyamrtapradam

shridharena raksitoham bhiimipala sitkarena hita devopakarena

hayAsurahati nipuNEna

narasihmaya namaste prahlada prarthitaya hiranya pranaharaya

»»

harihayadi vanditaya.......

Tyagaraja was born on 4™ May 1767 in Tiruvarur. He was the greatest
among the music composers of South India and one of the musical
prodigies of all time.” His songs are accepted today as the only
adequate interpretation of classical Carnatic Music from both the
musical and the sahitya points of view. He was the first composer in
Carnatic music to have employed a set of ‘sangatis’ or variations in
each krtis to unfold, in their logical sequence, the possibilities of the

raga employed.

Tyagaraja composed a song depicting all ten incarnations of Visnu

(App.A.22). His creation is in raga Bhupala, Tala Adi on the

13 Parthasarathi T.S.: Tyagaraja, Great Composers, Ed. By Kuppuswami Gowri and
Hariharan N., 2nd Ed.( 2005) CBH Publications, Nagercoil 629003, PP. 231
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DaSavatara theme in praise of Lord Rama. In pallavi, he says
“deenajanavana! Sri Rama”, saviour of the humble! Shri Rama!

Tyagaraja’s DaSavatara stuti-

dinajanavana Srirama danavaharana Srirama vina vimana Srirama mina sarira

Srirama |

nirmalahradaya Srirama karmukabana Srirama Sarma phalaprada srirama

kurmavatar srirama |

Srikarasuguna Srirama Srikaralalita srirama Srikarindrnava Srirama sitkara ripa

Sriramal

sarasijana Srirama surapativinuta srirama nakhakhesa srirama narahari rigpa

Srirama |

kamitaphalada srirama pamara ditra Srirama samaja varada Srirama

vamanariipa Srirama |

aghatimiraditya srirama vigalitamoha srirama raghukula tilaka srirama

bhrgusutariipa srirama |

kusalava janaka srirama kuSaladacatura srirama dasamukha marddana Srirama

dasarathanandana Srirama |

kalimala harana Srirama jalajabhavarcita srirama salalita vacana srirama

haladhararipa srirama |

siddhajanapriya Srirama pra-siddha carita srirama baddha suvasana srirama

buddhavatar Srirama |

Jjayakara nama Srirama vi-jayarathasarathe srirama bhayandasana hare Srirama

hyamukhariipa Srirama |

bhagavata priya Srirama dagamamitla Srirama naga susayana Srirama

tyagardjarcita srirama |

Swati Tirunal (16™ April 1813 to 27" December 1846) born into the

Royal family of Travancore. His musical compositions consist of
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about 400 compositions in Sanskrit, Malayalam, Hindustani, Telugu,
and Kannada. All these devotional compositions are addressed to Lord
Padmanabha or Maha Visnu'. He has composed several compositions

addressed to Krsna, Siva, and Devi also.

Swati Tirunal's Sanskrit DaSavatara ragamalika composition is very
popular. The song starts with the phrase “kamalajasyahrta” and
employs the ragas Mohana, Bilahari, Dhanyasi, Saranga,
Madhyamavati, Athana, Nattakuranji, Darbari, Anandabhairavi and
Saurastra. This ragamalika is set to Adi tala (App.A.21) The song
narrates the incidents in each avatara. Balarama is mentioned as the
ninth incarnation, and his killing the demon Pralamba is also
indicated, the concluding phrase being “pankajanabha”, which Swati
Tirunal adopted as his namamudra.

“kamalajasyarhtanigamarasihayagriva-
damana minasarira mamavodara ||

drhtamandarabhiidhara divyakiirmaripa
pitasudhamoditavibudhajata ||

ghorahiranyaksa daranasitkarakara
vasudhadhara jagadadhara ||

prahladavanopattapratibhayanrhare
prahladitasajjana daityanidhana |.......

Tallapaka Annamacarya lived in the 15th century C.E. The
DaSavatara composition of Annamacarya, is in Telugu language, the
composition describes the two hands of Visnu, and in each line,
appropriately draws a parallel analogy to one of the ten avatara

(App.A.3).

Y Ilayaraja Marthandavarma: Swati Tirunal Maharaja-1,Great Composers, Ed. By
Kuppuswami Gowri and Hariharan N., 2nd Ed.( 2005) CBH Publications, Nagercoil
629003, PP. 205
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4.3 DaSavatara compositions in Marathi
4.3.1 Earliest prominent Marathi poetry

The two poets from Mahatashtra, Dfiyane§vara and Namdeva wrote the
earliest significant poetry in Marathi. They were respectively born in
1270C.E. and 1275C.E. in Maharashtra, India, and both wrote
religious poetry. Santa Eknatha, who lived in the 16" century C.E.
(1533-1599C.E.) was the next prominent poet in Marathi. The 17th
century C.E. produced great poets Tukarama (1598-1649C.E.) and
Ramdasa (1608-1681C.E.). All prominent Marathi poets wrote either
religious or semi-religious compositions. Many great composers of
Maharashtra also turned their attention to the ten incarnations of Lord
Visnu, and we find numerous songs, bhakti-padas, and Kirtanas

glorifying the ten avatara of Visnu.

The Manasollasa or the ‘Abhilasitarthacintamani’ is an encyclopaedic
poetic work in Sanskrit language, composed in 1129 C.E. by
SomeSvara III (ruled 1126-1138c.C.E. the Western Calukya king of
Kalyani). SomeSvara III had a special liking for music. His work
Manasollasa is divided into 100 adhydayas which are grouped into five
chapters and each chapter deals with different topics like the means of
acquiring a kingdom, methods of establishing it and also topics on
royal enjoyment. It has information regarding ancient Indian art-craft,
architecture, ornaments, sports, music and dance etc.’> The Nrtya-
vinoda of Manasollasa does not mention the DaSavatara hasta but we

find a song based on Dasavatara in the Gita-vinoda, adhyaya sixteen.

!> Govindarajan Hema: (2001)The Nrtyavinoda of Manasollasa A Study, Herman
Publishing House, New Delhi-110028, PP.89
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AlTAleor: |
“IHARCAHTIIN: TAY: TIGLT AT | (meio)
I 9 (1) Sgdrel™ fafaT (=)

qroledd YTeRET AIed(s) afau=a&) |
TR ToAIRIST fadgrenfadeear |
drele], fReATEqdr a7 =¥8caT ug 9¢ |
qIGIEATAT] HRUT deelehleafaagdsl |

T3 FHedl Ueaard IBNedlel: TAfeaadd |
T UIGEAUT deetaliaedrsyd fafase: I~

First two lines of this git1 are in Maharastri Prakrit and it is interesting
to note that this gitt describes Buddha but there is no description of

Rama avatara.

Sl THTAS 3] ACEIRY
dg 3Ol AfRIa® arforger ar
GHRERRARYT Agdr Jar ARM0] |

May that Narayana, who is the rescuer of men from the ocean of life,

who in the form of Matsya brought out of the rasatala the Vedas and

whom the people praised, protect me!'°

JECET Sl rEurgl gI31oT,
dEENUT Sea3oT
ARAIRAT & &3 AfS 9EF FE |

May that God, who in the form of Buddha, deceived both the Gods and
Demons, who confounded the public by his mayda, bestow upon us

favours!"’

' G.K.Shrigondekar: Manasollasa of King Someshvara, Vol.ur ,Oriental Institute,
Baroda, 1961.PP.38
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Saint Namdeva, a contemporary saint-poet of Saint DiiyaneS§wara and
1s considered a religious saint-poet of Maharashtra. Saint Namdeva
was born in the year 1270c.C.E. in the village of Narasi-Bamani in
Maharashtra. He was the foremost proponent of the Bhagvata-Dharma
which reached beyond Maharashtra. Saint Namdeva spared the
message of Bhagvata-Dharma till Punjab. He also wrote some hymns
in Hindi and Punjabi. His depth of devotion and talent in delivering
Kirtana was of very high standard. Despite being a proponent of the
Varkari sect, Saint Namdeva established religious unity across the
country'®. He has composed many abharngas on the Dasavatara theme
(App.B.10) In one of his abharngas he has mentioned the avatara-
sthanas(App.B.11) for each incarnation. He mentions the Matsya,
Kirma, Varaha, Nrisirhha, Vamana, ParaSurama, Rama, Krsna,
Buddha and Kalki avatara in his another abharnga DaSavatara varnana

under the title Pauranik Kathanake (App.B.12)

Janabai was a Marathi religious poetess in Maharashtra, who was born
in the 13" century C.E."” She composed many religious verses in the
abhanga form. Fortunately, some of her compositions got preserved
along with abhangas of Namdeva. Authorship of about three-hundred
abhangas is traditionally attributed to Janabai. However, researchers
believe that few of her compositions belong to some other writers. In
her DaSavatara abharnga (App.B.9) she has mentioned Buddha as the

ninth avatara.

BISAAT FUT HE Ffeder |
3T g€ Sem {1 HIST ||

Saint Eknatha (1533-1599¢.C.E.) was a prominent Marathi Saint,

scholar and poet. In the development of Marathi literature, Santa

7 G.K.Shrigondekar: (1961) Manasollasa of King Someshvara, Vol.u1 ,Oriental Institute,
Baroda,PP.39

"8Jog Vishnu Narasimha: Sanita Namadeva Maharaja Yanci Abhangaci Gatha-No.3, 4th
edition, November-(1957), Citarasala Publication, Pune-2,PP.253

1 Ibid. Part-6,PP.790
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Eknatha is seen as a bridge between DiiyaneS§wara and Namdeva and
the equally noble Saint-poets Tukarama and Ramdas. Eknatha was
born sometime around the 1530c.C. E. in an illustrious Brahmin
family of Pratitsthana (Paithan today). Eknatha was responsible for the
rediscovery of the great work of DnyaneSwara, the first bard of
Marathi literature, the epic poem the Dnyanesvari, which had been
forgotten like many Hindu epics after the grinding Muslim invasions®.
Muslim invasions had left the people of Maharashtra demoralized
during the intervening period between DfiyaneSwara and Eknatha. The
people did not have their epics, their ballads, their poems to turn to.
Eknatha saw that these had all been forgotten and the need of the hour
was a revival the great epics and an education in the old values. Each
of his compositions is unique and brilliantly crafted. Saint Eknatha
composed many songs depicting all ten incarnations of Visnu
(App.B.2, 3) The ninth incarnation in some of his abhangas 1is
described as Krsna. In these abharngas, Eknatha attributes the tenth
incarnation to Lord Vitthala, rather than to the customary avatara
Kalki, as can be seen in the last lines of some of the compositions.
Saint Eknatha also used the forms like Gondhala (App.B.5) and Nandi
(App.B.4) for the DaSavatara padas, which are considered an

important constituent of Maharashtrian Folk- ritual culture.

Amongst the various types of folk worshippers or performers in
Mabharashtra, Potraja (App.B.6) are some such folk performers. They
perform on Mariar songs. Saint Eknatha has also mentioned

Dasavatara in this folk song.

Eknatha- mariat gita
“cart puriisa prasamgit ghalunt,

niramjanim pumdalikdace dvari baisoni,

YAvate Tryambak Hari: Ekanatha Maharaja Yancya Abhangaci Gatha, (Shaka-
1830), Gathapancaka (3™ Gatha ), Pune-2,PP.607
2! Rane Sadanand: Lokaganga, 1* Ed. (2012), Dimpal Publications, Thane-401202, PP.52
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bhakti puraskaroni, nivamta dekhilin...
macche kacche, vahdremn, narasinihe, vanem paraserit,

ramem, krsne, bauddhem, kalamkiye...”

Ramdasa (1608-1681c.C.E.) was a prominent Marathi saint and
religious poet in the Hindu tradition in Maharashtra. Samartha
Ramdasa was a devotee of Lord Hanumana and Lord Rama. Ramdasa
Swami was a gifted composer. He produced considerable literature in
verse form in Marathi. His philosophy reawakened the spirit of
Mabharashtra, but is equally valid and important for today's Indian
values®. Most of his compositions are addressed to Lord Ramacandra
and Hanumana. He has mentioned the reasons behind the Avataravada

in his Dasabodha.

TH TAYRT HROT ISo[H oA |l
(Dasbodha, 10.4.41)

He has mentioned the ten incarnations of Visnu in his Manace
Sloka®(App.B.13). The disciple of Samratha Ramdasa, Shri
Dinkarswami Tisgaonkar also mentions DaSavatara in his composition

Swanubhavadinakara (App.B.1).

Saint Tukarama (1608-1650c.C.E.) was a prominent Varkari sarita
and spiritual poet during the bhakti movement in India. Tukarama is
commonly known in Maharashtra as Saint Tukarama. He was a
devotee of god Vitthala or Vithoba, a form of Krsna. He was a
proponent of Bhagavata tradition, which is thought to have begun in

Maharashtra with Saint Namdeva.” His compositions are known for

2 Dasabodha, Edited by Belsare K. V., 21* edition, (2009), Pub. Shri Samartha Seva
Mandal, Sajjangad, Satara, Prastavana.

» Shri Manache §loka ani Karunastake, Anamol Publication, Pune, PP. 33-34

* Vishnubua Jog: Sartha Tukaramaci Gatha, 12" Ed. (1998), Keshav Bhikaji Dhavale
Publications, Mumbai-400004.PP.10
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the depth and soulfulness of the melody. Tukarama also composed

some abhanga depicting all ten incarnations of Visnu (App.B.15).

Jogti and Jogtinas are a kind of folk performers of Maharashtra®.
Their performing worship associated with the goddess Renuka (mother
of Parasurama) or Yallama. Jogtt and Jogtinas sing Jogva-gita which is
a folk-devotional song. This is a rare Jogva composition in which all
ten incarnations of Visnu are depicted in Yallama gita composed by

Saint Eknatha.

Yallama gita
vallama alt yallama ali, macchariipt

vallama alt

samkhasurdace vadhasrt geli, cari veda gheiina alr
mata majhi yallama bhalr....

dhara rasdatalasri calali, kiirmeripe

vallama atr..............

amba dasabhuja natali, daitya danava mariana alt
kaliripa pragata jhalt, jalamaya karii gelr
camdrasiryast ajia dilt, vatapatrt sayanim jhalt
trividhatapa amba mauli, eka janardant amba

pahili...

Observations

An impressive number of Dasavatara compositions have been written
in different Indian languages composed by great saint-poets of
different periods. Thus, their lyrical content has a wide range. Most of

the composers being great musicians as well as lyricists were

» Rane Sadanand: Lokaganga, 1% Ed. (2012), Dimpal Publications, Thane-401202, PP.59
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Vaggeyakaras, so they composed the tunes and the lyrics

simultaneously.

Most scholarship until now has treated this subject from the historical
or theoretical point of view. In this descriptive survey of DaSavatara
compositions, specific compositions are discussed mainly with respect
to sahitya (poetic text or theme). Musical descriptions of the selected
compositions are tending to be limited to generalization. There are
very few compositions in which the melodic frame of reference or

raga and tala is specified.

Literature acts as a vehicle along the path of devotion since the theme
of most DaSavatara compositions is devotional. It not only reflects the
sentiments of the composer, but when rendered with involvement,
reflects the emotions of the performer too. The physical structure of
different compositions presents a very interesting study of literary
beauty. However, no published study of a related subject of
DaSavatara compositions with comprehensive analysis of musical and

poetic structure is available.

It would be interesting to note that there are some special
compositions which can be used exclusively in classical dance
choreographies, like in certain Padams, Varnams and Sabdams etc.
There are compositions which can also be utilized for dance- dramas

and Darus etc.

The Vaisnava bhakti movement in Bengal was influenced by the
Vaisnava bhakti tradition of the Bhagavata Purana and the Sahajiya
Buddhist and Nathpanthi traditions®. These traditions focused on
esoteric and emotional aspects of devotion. In the 12" century,
Jayadeva was an important bhakti saint in this tradition. In

Maharashtra the bhakti movement drew its inspiration from the

% As reported on http://History Book-Bhakti, Pdf, Cultural development in medieval
India,14.2,PP.230-231
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Bhagavata Purana and the Siva Nathpanthis. Diiyane$vara was a
pioneer bhakti saint of Maharashtra. His commentary on the Bhagavad
Gita called DiiyanesSvari served as a foundation of the bhakti ideology
in Maharashtra. Arguing against caste distinctions he believed that the
only way to attain God was through bhakti. Vithoba was the God of
this sect. Namdeva was another important saint from Maharashtra.
While he is remembered in the north Indian monotheistic tradition as a
nirguna santa, in Maharashtra he is considered to be a part of the
varkari tradition (the Vaisnava devotional tradition). Some of the
other important bhakti saints of Maharashtra were the saints Tukarama
and Eknatha. Tukarama’s teachings are in the form of the abhangas,
which constitute the Gatha. Ekanatha’s teachings that were in Marathi
attempted to shift the emphasis of Marathi literature from spiritual to
narrative compositions. Bhakti poetry and bhakti based narrative
compositions (Katha-Kirtana), however also inspired actual drama
literature for example, in the case of the Krsnattam of Kerala and also
served as a vital source for popular forms of theatre, such as

Bhagvata-Mela Nataka, both discussed later.

It can be concluded that the tradition of singing DaSavatara
compositions by Marathi Vaisnva composers must have been the
source of inspiration for the later composers and also many folk
worshippers or performers particularly in Maharashtra and thus
narrative compositions of Dasavatara by Marathi Vaisnava saints
could be the source of inspiration for Dasavatara Nataka literature. It
also formed the strong background of the DaSavatara dance-drama of

Maharashtra.
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CHAPTER-5

DASAVATARA IN INDIAN DRAMA

5.1.1 Origins of Indian drama

The earliest known Indian drama have been traced back to the
Ist century C.E. but many scholars believe that a living theatre
tradition of India must have existed at an earlier date. Roughly
speaking, we can divide the history of drama and dance in to three
periods. The first is prehistoric and proto-historic. This period
comprises the archaeological evidence found and the literary evidence
which can be had from the Vedas, the Upanisadas, the Brahmanas and
the epics. While there are no literary records of the prehistoric period,
in the Vedic period, Sanskrit exercised outstanding influence on the
intellectual and artistic life of the people. Dance and music must have
been a part of their religious celebrations. The rituals of the Vedic

tradition also had the potential of developing into theatre art.

The second period may be considered from the 200 B.C.E. to 200 C.E.
It was in this period that there was the first articulation of a self
conscious understanding of this art. A monumental treatise like
Bharata's NatyaSastra laid down the foundation for classical Sanskrit
drama in this period. In the third period, there was a marked
development of regional architectural, sculptural, and pictorial, music
dance and drama styles along with the development of regional

literature.

The tradition of looking at drama not only as the written or the spoken
word, but as a configuration of different types of communication

techniques was established in India many centuries prior to the writing
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of the plays of Bhasa and Kalidasa.! This is evident from the
codification of these drama techniques in the NataSastra. Later, some
dramatists preferred to use only the verbal as the chief source of
communication. Others depended more on music and poetry. From the
Sanskrit Nataka developed a new genre called the Uparupakas. In this
form there was a predominant role of music and dance movements.
Indeed the beginnings of this type of plays can be traced back to the
writings of Kalidasa. The tradition continues in the plays of
Bhavabhuti, Har§a and also in the work of RajaSekhara. Many
examples of this could be cited from the dramatic works of the tenth
century C.E. From this evidence, it is clear that the musical play was

an important genre in the Sanskrit tradition.

Apart from the evidence which can be gathered from archaeological
remains, sculptural reliefs, mural paintings and Sanskrit literature,
there is the rich source of textual material. It would appear that soon
after the NatyaSastra, works on aesthetic concerned mainly with
discussion on the nature of the aesthetic experience and the literary
form. By about the sixth century C.E., two distinct types of texts
appear, the first were purely theoretical works which discussed the
nature of aesthetic experience and the second group of treatises
focused on the techniques of communication. All the Puranas,
particularly early Puranas, namely the Agni Purana, Visnudharmottara
Purana, contain valuable sections on poetry, music, dance, painting
and drama. Along with these texts some special texts appear which are
devoted only to dance, music and poetry. In addition to that, in the
ninth and tenth century Abhinavagupta wrote a commentary on the
Natyasastra. He comments on all the sections of the treaties both from

the point of view of philosophy as also form and technique of the arts.

' Vatsyayan Kapila: Indian Classical Dance, published by the director, publications
Division, Ministry of Information and Broadcasting, Government of India, New Delhi-
110001, PP. 3
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The commentary of Abhinavagupta began a new phase of the

evolution of different theories of aesthetic and artistic creation.

5.1.2 Characteristics of Indian Drama

Bharata's NatyaSastra is the most important treaties which deal with
the characteristics of Indian drama. Natya, meaning drama or theatre
and Sastra means any authoritative text laying down authoritative
principles and norms on a particular subject. NatyasSastra reveals

certain special characteristics of Indian drama:

1. It is composed of rituals.

2. It is meant for an audience that is well-versed in Sastra and the
performance tradition.

3. A hereditary process of training.

4. It gives a complete understanding of Indian dance and music,
recitation and rituals.

5. It must be performed with special knowledge and skill.

6. It serves a purpose to educate and entertain.

India has the longest and richest tradition in theatre art. In the
tradition of NS, the concept of Natya incorporates all the functions of
theatre. Technically Natya lies in the practice of the artist. Therefore,
the word prayoga or performance can also be used in this context.
This is the practical outlook with regards to the concept of Natya and
accordingly the definitions of Natya to quote Bharata’s Natyasastra

can be simplified in the following terms:

yoyarir swabhavo lokasya sukhadukh samanvitah |

soangadyabhinayopeto natyamityabhidhiyate ||

Prayoga and abhinaya are therefore invariably linked to Natya but to
understand Natya in its totality, we must have to turn to its creative
process starting from subtle psychological states and leading to the

manifestation of Natya in an audio-visual form.
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Na tat jiiyanam na tat Silpam na sa vidya na sa kala |
Nasau yogo na tat karma natyesmin yanan isyate ||

There 1s no other knowledge, no other sculpture; no other learning, no

other art, not even yoga or any action which is not found in Drama.

Natya is created on three levels. Firstly, a dramatic piece which is
created by a poet or an author. This is taken up for the production on
the stage by an actor. Visualisation of this performance by an audience
forms the final stage of Natya. Thus, a poet or dramatist is the first

creator of Natya.
5.2 Puppet Theatre

5.2.1 The puppet styles from different states of India

The Indian puppetry tradition spreads across the states of Karnataka,
Andhra Pradesh, Tamil Nadu, Kerala, Maharashtra Orissa and Goa.
The geographical and regional elements of these stats have shaped the
growth of leather puppetry within the respective states of India.> The
regional languages too play an important role in the expression of this
art form. Themes for puppet theatre are mostly based on epics and
legends. Puppets from different parts of the country, has their own
identity. Regional styles of painting and sculpture are reflected in

them.

e Andhra — Tholu Bommalatta (tholu-leather, bommalatta—puppet
dance)
e Assam and West Bengal—Putal-nach (doll dance)

o Karnataka — Gombe ata (means—dance of dolls)

> M.Srinivasa Rao and Rajyalakshmi, Puppetry in India, Journal of the Ananthacharya
Indological Research Institute,Vol.VII,2004-2005,A.1.R.1.,G.D.Somani Memorial School
Building, Cuff Parade, Mumbai-400005.pp.113
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o Kerala — Pava-kuthu (glove puppetry) and Thol pavakuthu (leather
puppetry)

e Orissa — Kundhei-nach, (Shadow) Ravanacaya, (Rod) Kathi
Kundhei and (string) Gopalila kandhei forms.

e Rajasthan — Kathputali

e Tamil Nadu - Bommalattam (string puppetry) and Thol
Bommalattam (shadow puppetry).

e Maharashtra — Kalasutri Bahulya, (string puppetry), Chamdyachya
Bahulya (shadow puppetry)

The storytelling tradition served as the beginning point from which
some theatrical performances later developed. The storytellers started
to employ visual devices like panels, scroll paintings, shadow figures,

puppets and even dolls to illustrate their narration.
The art of puppetry is being practiced for the different reasons’-

To invoke rain during drought

For a good harvest

To get rid of the epidemics

To prevent evil elements entering the region

To have a child

A

Once the role of puppet is decided it is painted with radiant colors and
also given ornaments and other decorative adjuncts that go with the
nature and character of the puppet. The female dancer among them has
the greatest mobility and ornaments in its conception. The puppets are
of several sizes ranging from one to six feet. As in the case of temple
sculptures, the puppets also vary in size according to the moods and
modes they portray. The nature, quality and also the role are the

primary factors determine the size and shape of the puppets. Shadow

*Leather Puppets, Raja Dinkar Kelkar Museum,Editor: Pratibha Wagh, 1* edition, 2010,
PP. 4
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puppetry existed in India as early as 6™ century B.C.E.* This tradition

of the shadow puppets still survives in Maharashtra.
5.2.2 Puppet Theatre of Maharashtra

There are two types of puppetry forms prevalent in the state
Maharashtra. They are the Kalasutri Bahulya, (string puppetry) and
Camdya cya Bahulya (shadow puppetry).

A] Kalasutri Bahulya: These are small puppets without legs. The
puppets have only two joints at the shoulders and manipulating strings
are attached to the head and hands of the puppet. Themes or episodes
from Ramayana area narrated through folk tunes. This art form is
almost on the brink of extinction in the state due to poor patronage and

promotion.

B] Camdya Ca Bahulya: Leather puppets are usually made up of goat
skin which is cut to give the shape of the puppet characters. These
shadow puppets have no jointed limbs. Some episodes from the great
epics like Ramayana and Mahabharata are narrated with the
combination of folk music. This form is also in the brink of extinction
and is prevalent only in the Ratnagiri district of Maharashtra. Making
of these puppets had its origin in Kolhapur (Maharashtra)’. Being
traditional in its form and content, the art has been inherited in the
families, mostly by maukhika tradition. There is no script either of the

craft or its lyrical counterpart.

It is interesting to note that all these puppet plays also start with an

invocation to Ganapati. Among them the dancing Ganapati, the Utsava

* M.Srinivasa Rao and Rajyalakshmi, Puppetry in India, Journal of the Ananthacharya
Indological Research Institute,Vol.VII, 2004-2005, A.LR.I., G.D. Somani Memorial
School Building, Cuff Parade, Mumbai-400005, pp.113
® Leather Puppets, Raja Dinkar Kelkar Museum,Editor: Pratibha Wagh, 1* edition,
2010,pp.12
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Marti and Saraswati are most popular and interesting. The ornaments
are equally attractive. There are many varieties of different
mythological characters among them some avatara (PL.26, Fig. No. 1,
2, 3 and 4) also can be seen very attractively painted in different

postures.

When the puppet is ready they first offer prayer and then bring it on
screen. When these puppets are kept on the stage or stored, they

approach it with respect and are worshiped once a week.

The shadow puppets called Camdyacya Bahuliya (Camde meaning
leather) and are mostly seen in the famous village of Pinguli on the
border of Maharashtra, Goa and Karnataka. Only the 'Thakore'
community practises this art. They maintain a permanent stage in the
village, but stages can be erected in temples and religious places. The
group leader and the musicians speak the dialogue. Dholak and the
brass instrument are used as instruments and musicians sit on both
sides of the screen. During the performance, the dancer puppet
performs first then Haridasa comes as a narrator. These puppets use
Paitan style of decoration. Raja Dinkar Kelkar Museum has done a

great job of collecting 3,038 leather puppets.®

Observations

Whether the puppet theatre gave rise to the regular drama or vice
versa is still a topic of much debate and deliberation. But the fact that
Avatara’s of Rama and Krsna formed themes of presentation is of
importance and relevance for the present study of the ‘DaSavatara’ as
a theatrical presentation.

The puppet pictures also help us to analyze the costumes and design of

the Dasavatara motifs used in the puppetry of Maharashtra. It is very

® Leather Puppets, Raja Dinkar Kelkar Museum,Editor: Pratibha Wagh, 1* edition,
2010,pp.11
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interesting to note that when the puppet is ready they first offer prayer
and then bring it on the screen a similar preliminary ritual is followed
by the DaSavatara artist too. The artists offer prayer to the petara
before the performance. All puppet plays start with an invocation to
Ganapati. Among them the dancing Ganapati and Saraswati are the
most popular likewise the DaSavatara play opens with a song in praise
of Ganapati and Saraswati, both impersonated by actors. In the
Dasavatara dance- drama the Sutradhara, known as ndika or Haridasa,
sings invocatory arti or Slokas and in puppet plays the artist who
narrates the story is also known as nayaka (the leader person) who
sings hymns along with his companions. The Nayaka holding the
string 1is literally the ‘Sutradhara’, who in later theatre became the
‘Sutradhara’, who hold the scenes together by linking them through
his narration. In order to perform the show Nayaka, not visible to the
audience, manipulates the strings attached to the puppets and brings
alive the entire story.

The period of the performance may extend anywhere between three to
twelve hours. Like most Indian folk drama, the whole presentation of
this shadow play, invites a mixture of instrumental music, song, dance,

dialogue and action.
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5.3 Theatre in India

Roughly the Indian theatre can be divided into three distinctive kinds:
the Classical theatre, the Traditional theatre and the Modern

theatre.

Theatre forms
in India

| |
Classical Modern

Theatre m Theatre

Ritual Theatre

Theatre of
Entertainment

5.3.1 Dasavatara mentioned in Sanskrit Dramas

The earliest form of the theatre in India was the Sanskrit theatre. The
major source of evidence for Sanskrit theatre is NatyaSastra. A vital
clue to how the Sanskrit play texts were enacted is to be found in the
Natyasastra’s elaborate code of acting. It suggests how it was possible
for audiences to understand dramas written in a combination of
Sanskrit and in regional vernacular languages (Prakrits). The audience
could follow the meaning of the play visually, through the codified
system of hand gestures and facial expressions. Further, the manner in

which the performer elaborated upon a situation, through movements,
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gestures, and facial expressions lies in presentation of the rasa. Dr. V.
Raghavan states that “dramatic form and theatrical technique are
designed to reveal and to express emotional states and it is the
audience’s response to these emotional states that is rasa”’. Kapila
Vatsyayan describes how movement may have been used by the actors
and dancers who performed Sanskrit plays in ancient India®. We find
that slowly the Classical theatre declined paving the way for regional
form of theatre in India. Kudiyattam is the only surviving specimen

close to ancient Sanskrit theatre.

Bhasa (4™ and 5™ century C.E.) is the one author who composed plays
from the Ramayana, Mahabharata and Puranas, as well as other semi-
historical tales. Bhasa has mentioned some of the incarnations of
Visnu like Narayana and Vamana in an opening §loka of his plays. In
the Sanskrit play Karnabharam he has mentioned the Nrismhavatara
and in another play Bala-Caritam, he mentions Narayana, Vamana and

Rama avatara.
Karnabharam and Bala-Caritam’- (opening $loka):

Karnabharam

TR IATATSHT Sllehel HTecdeT T |
ARG TG Udaraardreate: ||

FAG formaTel Ao G AeGaaTT: |
gIRGTegedr AMeEd BF a: 111 Il ( by Satradhara)

" Raghavan V.: Sanskrit Drama in Performance, edited by Van Rachel, Baumer M. And
Brandon J.R. published by Motilal Banarasidass, Delhi, 1993, first edition, PP. 9
# Vatsyayan Kapila: Dance or Movement Techniques of Sanskrit Theatre, edited by Van
Rachel, Baumer M. And Brandon J.R. published by Motilal Banarasidass, Delhi, 1993,
first edition, PP. 45
? Devdhar C.R., Bhasanatakam, Published by Oriental Book Agency, Pune, 1951
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Bala-Caritam

UgeTeIRAY: G FAZAN AFT AR |
Rroerfafysgasr fasoy: gaviver: | Sar
gaTeaTATAN: & [ForaY TA A garw |
e dsererafaer: Sfagadr @ urg e NIl |l (by Sutradhara)

Krsna-drama in India is at least as old as the Bala-caritam of Bhasa.
This play was written about 400c.B.C.E. In its opening slokas mention
has been made of some incarnations of Lord Visnu like Narayana,

Vamana, Rama and Krsna' etc.

5.3.2 DaS§avatara mentioned in Prakrit Kavya

Gatha SaptaSati (200 BCE and 200 CE) is a collection of poems
attributed to the king Hala is in Maharastri Prakrit. It consists of 700
single-verse poems divided into 7 chapters. All the poems are in the
arya metre. In this collection of Prakrit couplets by Hala Satvahana,
we find references to the Avatara of Lord Visnu such as Krsna (G.89,
112, 114, 447, 968), Rama (G.35), Vamana (G.406) and Trivikrama
(G.411)."" The Gathas, known for their faithful recording of
contemporary folk culture, give evidence of the popularity of the

Krsna Katha and dance-drama tradition.

SBIde¢T — Gatha- 406 (pp. 272)
IO ST3TE=e diso [OI33cdor I 937gedl |
GIHCYHHUTeG] ATHUTRAT 4 S35 161

' Manohar Laxman Varadpande, Religion and theatre,1983, Abhinava Publications, New
Delhi-110016
"'S.A. Jogalekar, Hala Satvahanachi Gatha SaptaSati, 2012, Padmagandha Publication,
Pune, 38, PP.196-198
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SordrarEsy 3T fAguTed T gHea |
GIaTdH dleleq ] aTHARYT garafd |

fas%# - Gatha- 411 (pp. 276)
g ouAT AfRAvSAfEATTETS3 A7 gfkom |

IRIYUHTaIR3 d 837 937 urHg 1111

IYHTHGHUSS T TReUT T &% |

IR SqyeI>eadiAd Jdid 9g JH7d |l

' is a Prakrit mahakavya written by Vakpatiraja in 8"

‘Gaudavaho
century C.E., who was contemporary of Bhavabhuti. The theme of the
poem is historical and it begins with homage to a number of gods and
goddesses. The metre of the whole poem is arya. The principal
sentiment is Heroism that is Vira Rasa of which the hero is ‘Yuddha-

Vira’.

This poem is a PraSasti-Kavya of the patron King YaSovarman, who in
the Gaudavaho is often referred to as an incarnation of the great god
Visnu (Sloka no. 1039). Scholars believe that Visnu's role as a
preserver arose from the characteristic practice of assimilating local
legendary heroes and gods into the Hindu pantheon by attributing their
deeds to one of the major Hindu deities. This statement can be
supported by the study of ancient Indian coins and numismatic

evidence.

Vakpatiraja has mentioned almost all the gods and the goddesses in an
invocation. He begins with Brahma, and then comes the dark-
complexioned Visnu, leisurely reposing on the luminous surface of the
oceanic flood-waters of the deluge. This description is followed by the
description of Visnu’s incarnation: First comes the man-lion

(Narasimha) who threw the demon on his lap and in his fury tore open

'2 Gaudavaho, Edited by Suru N.G., Prakrit Text Society, Series No. 18, Ahmadabad-9,
Varanasi-5, 1975.
159



his chest with His claws then the great Boar who supported the
submerged earth on His tusk. The Dwarf who tried to compress the
worlds in His small belly; the Tortoise who bore the earth’s burden on
his back; Krsna, the child of YaSoda and the young lover of Radha.
Krsna, in the company of his elder brother Balarama, who brought the

river Yamuna at His feet.

Kirma

SAHE eRFEIA R-ONATRIA-F g T-Ter0NT |
TO137-880T 0T T TTIfIvm Hel-HFAT |l

(FRfd e AT @R |

fasees ®¥0g geargayfaar AgrgaA: |)

Victorious is the Great Tortoise lifting the sunken earth with His body,

as with a hand, with his out-stretched five fingers, since, under the
pressure of the Earth, His mouth-tip and four feet happened to be

pushed out (nisaria).

Narasimha

@-NG-Ag3H-IU-Hsell e UR-hTY T3S |l
GrgiRsfeafavufasfayaaaiFzaaadid: |
AR EdTAAUSA 39 aAhay Safd )

Victorious is the Man-Lion with his sharp nail-tips enveloped in
smoke issuing from the friction of the Demon’s chest-bones (uratthi),
thus appearing as if He had seized in His clutches a mass of clouds in

His roaring fury.

d UTHE AR Ugdar-fagsrasiRdieed |
STl ESTUTFA te-aafasred3r g3rcsr |
(d AT AT AQAAIRAIEET |
TE SASASUSITHT UG HSGUsT: )
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Bow to Him (Narasimha) whose massive hands were withdrawn,
finding no other task (vavasaa) to accomplish, since the Demon had

his broad chest torn open by only the tips of His claws.

Krsna

STelcduTiFA gRUN 375 JAHT A3 q3vo7 |
ufsfaee-onfg-Aeaee-fOeersr gsisi 9 |
(FTecd gorafa Jediedr giFad agae |
gfaRregaaAmeafaa gusiefaa 1)

Victorious is the mouth of Visnu (Krsna) kissed by Yasoda in His

infancy - the mouth that looked like a lotus shooting upwards, as it

were, having been denied the outlet of the navel.

Balarama

qUIAE o€l § hIEHA-TAT TITHIU-S130T ed |
A3-a-Rafea-aavmaRed-aeroe g |
(YUTAT FIET § FRAIALAG YUTATAIHATIT |
AcaRIfREE SOlcaidarfadl axon )

Bow to the feet of Balarama, fastened together (Samdania) by his

black upper garment slipping down through the  effects of
intoxication, thus giving an impression of the Yamuna river rolling on

his feet, being frightened of his angry grunts.

5.4 Dasavatara mentioned in Indian Dramatic Treaties
5.4.1 NatyaS$astra
According to NatyaSastra, Bharata enumerated ten kinds of dramas. In

the chapter 22", he says that vr#ti emanated from Visnu’s deeds.

The NatyaSastra contains an account of the first performance given by

Bharata. The first drama staged was Amrtamanthana. But there is no
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evidence of Kurma avatara and we are left to surmise frome the
scanty data available in the text, that Visnu as Kurma lifted and
steadied the mountain. The fact is clear that the concept of the

Dasavataras of Visnu was not yet formulated during the period of NS.

5.4.2 DaSarupaka

The DaSarupaka, is treatise on the forms of drama composed by
Dhanamjaya in the last quarter of the tenth century C.E. during the
reign of Vakpatiraja II. The author begins this work with two stanzas
of invocation. The first line of the second stanza refers to the ten

forms of Visnu.

dasaripanukarena yasya madyanti bhavakah
namah sarvavide tasmai Visnave Bharataya ca ||

‘Homage to that omniscient Visnu whose senses revel in the
semblance of his ten forms, and to Bharata, whose poetic sensibilities
revel in the imitation of the ten forms of drama.’" The relationship
between Visnu’s incarnations i.e. DaSavatara and the kind of plays

mentioned by Bharata as DaSarupaka is the same.

5.4.3 Bhavaprakasanam

Bhavaprakasanam by Saradatanaya (13" century C.E.) mentions:

o Regaudar aufar decad Id: |
TdehT (Feda)del HIUT: TG EgarsIvarad: |l
(ATaHRIAAH, IX Adhikarana, pp.389)

The ‘Bhana’ a type of ripaka uses Narasimha and Varaha avatara

stories as its subject, with musical accompaniment and dance gestures

" George C.O. Haas, The Dasartipa, A treatise on Hindu Dramaturgy by Dhanamjaya,
Motilal Banarasidass,Varanasi-1,1962,PP.1
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and movements (uddhatanga). What BhavaprakaSanam says here is

similar to Bhoja’s views in SringaraprakasSa.

‘Bhana’ is a popular type of drama, mentioned in NatyaSastra and we
can observe the development of this type of drama from the scripts
that are available since about 5" century to 20™ century C.E. The
shifting pattern of drama is also reflected in the description about the

Bhana in theory.

The features of Bhana described by Bharata are repeated by later
theorists, with elaboration or addition of some details, but
Bhavaprakasanam’s concept of ‘Bhana’ becomes more important
because of the theme content. When the Bhana uses Haricarita, the life
of Visnu-Krsna as its subject and presents it in the metrical Gathas,
with nine or ten themes, all in tender mode (sukumdra prayoga) with
correct musical accompaniment and graceful dance gestures and
movements (lalita-karana-samyukta), the Bhana becomes Bhanika.
The Bhana play transformed in this way is also referred as Nandimali.
Apart from the difference in presentation technique there is a

difference of theme as well as subject of the play.

It would be interesting to note some points, how Bhana is conceived in

Bhavaprakasanam and Natya-mafijiri-saurabham (NMS):

1) A stuti-nibandha describing Visnu, Siva, Bhavani and Skandha.

2) The praise is offered in songs with the accompaniment of
musical and percussion instruments, where different time
measures are used along with pauses.

3) The presentation is loud and vigorous (uddhata-Karana-
prayoga) and women are excluded from it.

4) The songs also include praises of kings.

5) From the mode of presentation Bhana may have three varieties:

a) Uddhata- Violent and forceful content.
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b) Lalita- Tender and graceful movements are gracefully
presented.

c¢) Lalitoddhata- A mixture of violence and grace, from the
point of view of language.

6) A Bhana using Suddha Bhasha (Sanskrit) and rhythmic time
measures in stated order will be Suddha, a mixture of languages
(Sanskrit and Prakrit) and of two or three talas will make
Sankirna, and if many languages are used and different talas
disregarding the specified order, the Bhana becomes Citra.
Apart from the striking difference in the presentation technique
we cannot miss the essential difference of the theme and the

subject as well.

All later theorists suggest that the theme of a Bhana is concerned with
Srngara or Vira. There are a number of Bhanas (mostly of the late
period) which generally use only an erotic theme. As far as the
Haricarita, which also supposed to be the subject or the theme of a

Bhana, Bhavaprakasanam’s view deserves to be seriously considered.

So it is quite possible that the themes related to the Haricarita like
Narasimha and Varaha avatara in particular and also to different
avatara of Visnu were the subject of the Bhana presentation. These
were composed and presented by the Vita (the sole character) in
Bhana between 12™ to 17" centuries C.E. but we cannot conclusively
and definitely say that the tradition of staging full- fledged
DaSavatara plays in which all the ten avataras were brought on the

stage one after another has its origins in Bhana presentations.
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5.5 Traditional Theatre in India

The design of the Sanskrit play production analysed and examined
previously was fully evolved and flourishing by the time of Bharata’s
Natyasastra (200B.C.E.- 200 C.E.). By the time of Abhinavagupta
(875 C.E.-1015 C.E.) and later dramaturgists and commentators, a
long period of rich and sophisticated Sanskrit theatre tradition with
different emphasis on the styles of presentation had reached its peak
and had subsequently entered a phase of decline'. The gradual
deterioration in its continuity came around twelfth century C.E. with
the emergence of the regional languages causing the decline of
Sanskrit language. Consequently, the development of ten major ripakas
and eighteen minor uparipakas which had evolved out of the rich
intermixes of the court and temple theatres and popular dramas were
affected in the process. And the uparipakas with emphasis on dance, song,
abhinaya and lesser stress on speech and the written texts got adapted into

the regional requirements.

However, regardless of the decline of the Sanskrit theatre the techniques
and conventions of its production did not disappear altogether. It continued
in other new forms of regional theatres. In the wake of Bhakti movement,
a new form of art (Harikatha) was generated in most regions in India.
Harikatha was a form of performing art where devotional episodes of the
epics, puranas and the Bhagavata were communicated to the people
through songs, narration, abhinaya and other natya conventions”. There
were special groups of theatre performers of distinct caste who performed
them. This hereditary caste of theatre artists toured and finally settled in
different parts of the country. They even succeeded in getting patronage of
Indian kings and rich landlords of various regions who allowed them to

have their performances in the palaces or in the temple premises. The

4 Mehta Tarla : Sanskrit Play Production in Ancient India,Published by Motilal
Banarasidass, Delhi, 1999, revised edition,PP. 253
15 Ibid, PP. 253
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carana, who is called either a Sutradhara or a bhdagavata or a nattuvara or
a nayaka or a pathaka in some folk drama forms, enacted epic stories
through his art of natya abhinaya by adopting it to the distinctive regional
varieties'®. Thus, the techniques and conventions of a Sanskrit play
production reached larger sections of the people of India. Some of the
present-day regional theatre forms, which retain the ancient Indian drama
traditions, can be traced back to this period. And in almost all of them, a
uniformity of a design of production is found with rich variation of local

characteristics.

Ankia Nat, Bhand Pather, Bhavai, Burra Katha, DaSavatara, Jatra,
Krsnattam, Kudiyattam, Kurvanji, Mach, Mudiyettu, Nautanki,
Raslila, Tamasa, Oja-Pali, Theyyam, Swang, Therukutthu,
Yaksaganga etc. are the different forms of traditional theatre in India.
All these forms are distinguished by similar structure and performing
techniques, but they reflect stylistic variations and the music shows

the influence of local traditions. As in classical Sanskrit theatre, music

and dance are essential elements of traditional drama presentations.

The traditional theatre of India is as rich and varied in forms and
presentational style as the theatre of the literary tradition. It is also an
important element of the traditional culture, both manifesting and
sustaining its elements. As it evolves and survives within the socio-
cultural life of the community it reflects the beliefs customs,
ceremonials and rituals of the people. Traditional theatre continues to
be a living and vital theatre in entertaining mass rural audiences. It
also helps preserve traditional culture and disseminate epic and
legendary stories containing social ideas and life values. During the
19" and the 1* half of the 20" century it was pushed to the background

by the modern realistic theatre and western dramatic values. After

'® Mehta Tarla : Sanskrit Play Production in Ancient India,Published by Motilal
Banarasidass, Delhi, 1999, revised edition,PP. 254
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independence in the year 1947 there was a renewed interest in
traditional and folk theatre as part of the cultural resurgence. Plans
and programs were initiated to preserve and promote the traditional
arts. As a result of personal exploration of the traditional theatrical
heritage, several playwrights and directors started making creative use
of the elements and techniques of traditional theatre. This contact
between contemporary and traditional theatre has also contributed to

the revitalization and renewal of traditional theatre.

5.5.1 Dasavatara and Traditional Theatre

The traditional and folk dramas mostly draw their themes from the
Ramayana, the Mahabharata, the puranas and Hindu mythological
lore. The religious overtones and high sense of drama in these tales
make them ideal story material for the traditional theatre, which

emphasizes the elements of spectacle, Rama and Krsna

Senior dance critic and scholar Dr. Sunil Kothari remarks that
inscriptions of 8", 9™ and 10™ centuries reveal that in Andhra,
Tamilnadu and Karnataka, a variety of theatrical diversions composed
of music, dance and drama known as Brahmana Mela existed".
Though there are no conclusive proofs available it is certain that
prototypes of the Bhagavat-Mela nataka must have survived prior to
the 11" century C.E. Even earlier, there existed another form of
entertainment known as Sivalilanatyam, describing the various
activities of Lord Siva in poetic form, which was performed at Siva
temples and Visnulilanatyam, depicting the ten incarnations of Lord
Visnu, was presented at Visnu temples'®. The Vaisnava bhakti
movement and the resultant cultural renaissance of the fifteenth and

sixteenth centuries enriched the arts of poetry, music, dance-drama

17 Kothari Sunil/ Pasricha Avinash, Kuchipudi Indian Classical Dance Art, 1* Edition,
(2001), Abhinav Publications, New Delhi- 110016, PP. 29
13 Tbid PP. 29
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and painting in India. The temple, having become the centre of artistic
activity, began to reshape drama in a formal manner. Bhagavata Mela
theatre developed out of Vaisnava devotionalism. The spirituality and
bhakti movement resulted in a great following of religion, poetry,
music and art throughout the Indian sub-continent. The net result was
the emergence of traditional theatre performances in 15" and 16"
centuries C.E. which set their roots in Andhra Pradesh. From the south
India, theatre forms like Kuchipudi Bhagavatam (Andhra Pradesh),
Melattur Bhagavata Mela (Tamil Nadu), Toorpu Bhagavatam (north
coastal districts of Andhra Pradesh), and Chindu Bhagavatam
(Northern Telengana parts of Andhra Pradesh) came to light. These
performances, except those of the modern theatre, are known by
genre-specific names in their local languages- Yaksagana, Rasalila,
Terukkuttu etc. An endless stream of names, each with its own history
and reasons for having been given that name came into being. They
did not follow any modern theatre norms. They were more stylized
than the folk tradition. So these theatre forms came under the shadow

of traditional theatre performances.

Bhagavata-Mela natakas of Melattur consist of those composed by
Melattur Venkatarama Sastry. He composed many nrtyanatakas. The
themes of Melattur Bhagavat-mela are chosen from the popular
puranic tales found in Srimad Bhagavatam. The ndtakas are Prhalada
Caritamu, HariScandra Natakam, Hari Hara Lila Vilasamu etc. All the
compositions are highly influenced by bhakti. His compositions also
include curnikas, campakamalas, daruvus, dwipadas, khandarthas,
padas, pada-varnas, padyams, sandhi vacanas and tillanas. All these
compositions are in Telugu language only. In his composition of
daruvus, he has employed all kinds of daruvus like pravesha daruvu,

Samvada daru, Uttara-Pratyuttara daruvu.” It would be interesting to

' N.J. Jayakar: Ethnography of Bhagavata performances, 1996, Chap. 11, PP.6
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note that the only available Da$avatara script® also includes curnikas,
padas, vacanas and tillanas etc. Therefore, we can say that the
performance tradition of this Dasavatart Nataka which was brought in
Maharashtra by a Brahmin kirtankara Sri Shyamji Naik Kale had the
influence of the kirtana tradition of Maharashtra or in different words
the Dagavatari Nataka of Sri Shyamji Naik Kale has its origin in the

kirtana tradition of Maharashtra.

Around the time of Ramadasa, Yaksagana theatre emerged in
Karnataka. These Yaksagana plays are also known as DaSavatara Ata,
because they present the mythical stories connected with the ten
incarnations of Visnu. The earliest available Yaksagana play
‘Virataparva’ is datable to 1564 CE.*! Though known as Da$avatara
Ata they do not depict the cycle of ten incarnations in a single play.
However in the Mangala gita sung at the end of the Yaksagana plays
the DaSavatara are mentioned and propitiated. This is positive
evidence connecting Yaksagana with the tradition of DaSavatara plays.
We also find some Kannada words and songs included in DaSavatara
plays of Goa and Konkan region. According to some scholars
Dasavatara came to Goa from Karnataka”. Goa and Karnataka were
under the Vijayanagar Empire from 1367 C.E. to 1468 C.E. and some

parts of Goa were under Kanari Sondkar rulers up to 1781c.C.E.

All the forms of Vaisnava drama are interrelated in the sense that they
are regional variations of the countrywide theatre movement inspired
by the Bhagavata or Vaisnava movement. Vaisnava drama flourished
in the region under the patronage of temple institutions.” These dance

drama forms are very close to Bharata’s NatyaSastra in their

? Raghunath Krushna Patankar: Maharashtra Sahitya Patrika, Year-6, Anka-1,
March,1933, PP.39-42
2! Manohar Laxman Varadpande: Religion and theatre , Abhinava Publications, 1983,
PP.98
2 Ibid- PP. 100
3 Ibid- PP.101
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conception if not in their technique. Krsna Attam and Kathakali of
Kerala, Yaksagana of Karnataka, Kuchipudi of Andhra, Bhagavat
mela of Tamil Nadu, Bhaona or Ankia Nat of Assam, Lila plays of
Uttar Pradesh, Ras of Gujarat and Manipur all belong to the same
tradition. All these theatrical forms show unity in their format in spite
of their linguistic diversity. These are in one way or another connected

with Dasavatara themes, though their execution differs.

In the Raslila of Vrindavan sometimes the ten incarnations are shown
on the stage. In the Kuchipudi play Bhama Kalapam the heroine
Satyabhama while describing Krsna mentions his ten incarnations and
shows all of them on the stage through dance and abhinaya. This

portion is known as ‘DaSavatarabhinayam’.

DaSavatara is the most developed traditional dramatic form of
Maharashtra and Goa region. The coastal region of Goa and Konkan is
known from ancient times as a cradle of dramatic arts. The Tamil
classic Silappadikaram mentions Konkan actors and dancers who
entertained the Cera king, Senguttuvan (the 2™ century C.E.)** Lalita
is the most ancient dramatic forms in which DaSavatara are mentioned

in the pirvanga.

Of all the dramatic forms mentioned earlier the traditional DaSavatart
Nataka of North Konkan region is unique and the efforts are taken to
accommodate as many of the incarnations as possible in a single
performance. Of course some of the incarnations like Matsyavatara,
Nrismhavatara, Ramavatara and Krsnavatara are played prominently.
The DaSavatara drama has the background of Lalita, TamaSa and
Bharud plays which were immensely popular. These plays used to be

extempore and topical in their story material and dialogues. No stage

% bid-pp. 100
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was required and no scenery either®. The treatment generally used to
be coarse and obscene and the mode of the acting was natyadharmi.
The modern professional theatre and these medieval forms of plays,
however soon parted company and began catering independently to

their own different classes of audiences.

The credit of evolving a full-fledged Dasavatara play depicting the ten
incarnations of Mahavisnu goes to Maharashtra and Gomantaka and

the regions around.

In some parts of the country the tradition of Dasavatara plays
developed differently. In the tradition of DaSavatara plays which
developed in Maharashtra, all the ten avataras were brought on the
stage one after another and episodes connected with the major
incarnations were presented elaborately. The remains of this tradition

still linger in the Konkan region of Maharashtra.

5.6 Elucidation of the DaSavatara in Bhakti Literature

The spiritual story- telling in India has been in existence from the
Vedic period. India is a nation with many States, with each State
having its own language and tradition. Each State has its own way of
spiritual story- telling; both in classical type and folk type, and these
have developed in various ways along with the growth of their local

tradition.

The idea of reciting and expounding the spiritual texts, sitting on a
dais, slowly underwent different changes and eventually in the
seventeenth century C.E., in the state of Maharashtra, it developed
into what is known today as Harikatha. But it itself is the development

of Kirtana, and the roots of Kirtana go back to the time of Saint

» K. Narayan Kale, Theatre in Maharashtra, 1967, Maharashtra Information centre,
Government of Maharashtra, New Delhi.
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Namdeva and DiiyaneSwara in the thirteenth century. During and
around the thirteenth century, the Saints of Maharashtra started a new
movement of Bhakti, which was called the Bhagavata sampradaya,
meaning the tradition of the devotees of God. In Maharashtra
Harikatha is popularly known as Harikirtana or Kirtana, and in South
India this art form is known as Harikatha Kalaksepa, Katha Kalaksepa
or Kalaksepa. Samartha Ramadasa equates Kirtana and HariKirtana to
Harikatha in his work Dasabodha. Kirtankara is the name popularly
used in Maharashtra to address the performers of Harikatha. But
generally the performer of Harikatha is called Bhagavata. This name is

used for both male and female artists of Harikatha.

It would be interesting to note that according to Samartha Ramdasa, a
Harikatha bhagavata should have an excellent knowledge of the
Scriptures, musical knowledge, a good voice, dramatic talent, and
extempore speech, knowledge of several languages, humour, dance,
and devotion to God etc. Originally Harikatha Kirtana was performed
by devotees mostly of Lord Visnu and His incarnation, especially the
avatara of Krsna. The stories for narration were taken mainly from the
Bhagavata Purana. Harikatha has a definite shape and purpose. It has a
niriipana or introductory part. Samartha specifically instructed in his
work Dasabodha that the niripana part should contain philosophical
teachings from the scriptures, and the akhyana part should contain
stories from pauranic literature that will illustrate the philosophical
teachings in the form of stories. Harikatha performers follow this

paddhati or tradition even today.

Harikatha is a well-defined art form presenting a story or caritram in a
given order with certain songs and musical forms sung at particular
places in the story, interspersed with scriptural quotations. The body
of a Harikatha is divided into two parts: piarvanga or first part and

uttaranga or latter part. They are called niripana and akhyana. It
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would be interesting to observe the format of Harikatha, which is
mentioned in the book Harikatha, by [.P. Meera Grimes. The first part
that is NirGpana of the Harikatha consists of Dhyana Sloka, Nama
Sankirtana then Pancapadi, Pundarika, Prathama Pada or Nama
Siddhanta and Tillana. The second part consists of Katha, Phalasruti,

Mangalam and Pundarikam.*

Bhakti poetry, however also inspired actual drama literature, for
example, in the case of the Krsnattam of Kerala. It also served as a
vital source for popular forms of pilgrimage theatre, such as Krsnalila

and Ramalila.

The Bhagavata Purana is one of the "Maha" Puranic texts of Hindu
literature, with its primary focus on bhakti (devotion) towards the
incarnations of Visnu, particularly Krsna. The Bhagavata includes
many stories well known in Hindu tradition, including the various
avatars of Visnu and the life of Krsna. It also includes instruction in
the practice of bhakti, an analysis of bhakti, and descriptions of the
different types of bhakti. The Bhagavata Purana contains apparent
references to the South Indian Alvar saints and it makes a post fact
prophecy of the spread of Visnu worship in Tamil country (BP
X1.5.38-40).

Saint-poets who lived between the 6™ and 9™ centuries C.E., in South
India were called Alvars’. They composed the most important early
Bhakti poetry in any Indian language. The collection of their hymns
are known as’ Nalayira Divya Prabandham’. The Nalayira Divya
Prabandham is performed in the form of abhinaya known as ‘Arayara

Seva’ in Srirangam temple for the festival named Tiru-

26 T.P. Meera Grimes, Harikatha, 2008, Pub. Indica Books, D 40/ 18 Godowlia, Varanasi-
221001 (U.P.), pp.84 to 89.
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Adhyayanotsavam.”” This is particularly significant when students of
dance, dance history and religious studies have a tendency to associate
Bhakti / devotional poetry with the later poets like Jayadeva of the 12"
century C.E.

The stories associated with the ten incarnations of Visnu must have
been transformed into musical dance-drama for presentation. However
it is around the 12" century C.E. that we find positive literary
evidence indicating the existence of dance compositions based on
Dasavatara theme. In the 12™ century C.E. the great poet Jayadeva
composed his immortal dramatic poem Gita-Govinda. In the first
Sarga of Gita-Govinda we find an Astapadi dedicated to the ten
incarnations of lord Visnu. Jayadeva has described the incarnations of
Visnu/Ke$va in ten stanzas, based on the prabandha format named
DaSavatara Kirtidhavala. It is a well-known fact that Jayadeva
composed this poem to be danced before Lord Jagannatha in the
temple at Puri. The DaSavatara Astapadi appears at the beginning of
the poem and appears to be a part of the piarvanga. The tradition of
presenting Dasavatara dance as a part of Gita-Govinda dance-drama

continued for centuries at the temple.

With the spread of Gita-Govinda the DaSavatara Astapadi might have
become quite popular in south India. It may be noted here that in the
Purvanga of ‘Kathakali’ dance-drama of Kerala a song from Gita-
Govinda is sung. Scholars have found a manuscript of Gita-Govinda
with full instructions to the dancers in the Saraswati Mahal Library at
Tanjavur (Gita-Govinda with Abhinaya: Ed. K.Vasudeva Sastri). This

rare manuscript is of unknown date (possibly 15" century C.E.).

“7A. Bharadwaj, Arayar Seva the Performing Art Prevailing in Temples, Journal of the
Ananthacharya Indological Research Institute, Vol. VII, 2004-2005, A.LR.I., G.D.
Somani Memorial School Building, Cuff Parade, Mumbai-400005, .pp.109.
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Although incomplete,” the manuscript is of immense value as a record

of the techniques of interpreting the Gita-Govinda in abhinaya.

DaSavatara Astapadi’s popularity might have inspired some creative
minds to start the tradition of DaSavatari plays. The Gita-Govinda was
written at the time when the epics had long been known and had
deeply influenced religious activity. The major works of Sanskrit
literature, of Bhasa and Kalidasa had already been created. K§emendra
had written his poem Dasavatara Carita. By the 12" century C.E. many
major architectural and sculptural schools had been established. The
Apabhrams$a and Prakrit literary works had already begun to appear.
Jayadeva’s work crystallized in these new movements and in turn
provided a leadership and example for others to follow. The tradition
of singing of the Gita-Govinda was introduced on a regular basis in

the 17" century C.E. and still continues in the Guruvayiir Temple®.

Since music and dance are so closely interlinked, it is inconceivable
that the poet- musicians were not conscious of the power of the poetic
musical word in rendering it through dance. The Dasavatara was sung
and danced in temple rituals in Orissa, in the temples of Rajasthan like
Nathadwara, Andhra Pradesh, Kerala, Assam and Manipur. It is not
known when its singing began in Badrinath, but here too it is sung at
the time of the Arati.*® Jayadeva’s Gita-Govinda is an ideal written
script which has unique formal technical qualities which could be
freely adapted and interpreted in the other art forms also. This is an
earliest literary evidence of presentation of the ten incarnations as a

part of piirvaranga.

¥ Kapila Vatsyayan, Gita-Govinda and the Artistic traditions of India, The Journal of the
Madras Music Academy Vol. XLV,(PTS. I-1V), pp.139
¥ Kapila Vatsyayan, Gita-Govinda and the Artistic traditions of India, The Journal of the
Madras Music Academy Vol XLV,(PTS. I-1V), pp.144
¥ Ibid- pp.139
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It was Jayadeva’s use of the dvidhatu-prabandhas which gave rise to
the tradition of free verses in all parts of India. (The Udgraha and

Dhruva become the Pallavi and Carana of South India).

The successors of Jayadeva began to use this particular style of
treating the prabandha. The Sabdangas of the prabandhas are the four
main divisions of Udgraha, Melapaka, Dhruva and Abhoga — which

are also called Armbha, Ghat, Paricaya and Nispatti respectively.’’

The prabandha songs and devotional songs were deeply influenced by
the structure of Gita-Govinda and gave rise to the tradition of Krishna
Kirtana and the Padavali Kirtana. Like the Prabandha, the padavali
kirtana contained all the angas, like the dhatu, tala, raga, etc. An
ancient dance-drama tradition might have been based on the format of
the prabandha system. This term is used in literature, poetry, music
and dance dramas to denote certain class of compositions, which
comply with strict rules. In literature, music and dance, this format
was followed up to the 18th century C.E. After Jayadeva, poets from
all parts of India including the north, south, east and west began to

compose devotional poetry which was set to a particular raga and tala.

Maharana Kumbha of Rajasthan (1433-1468 C.E.) composed special
prabandha-laksana for codifying the structural pattern of Gita-
Govinda in his Rasikapriya. Thus we find that Jayadeva’s Gita-
Govinda had the potential of influencing different poets and musicians
on account of one central principle of handling the prabandha form in
a manner which would provide greater fluidity, flexibility and
improvisation than the earlier compositions of the same type.
Kumbhakarna created a new form of Siuda prabandhas called
Misrasuda prabandhas (Sangitaraja, 2.4, 2.28 pp 553). He mentioned

almost twenty-eight varieties of MiSrasuda prabandhas and the first is

! Ibid-pp.142
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named Dasavatara-Kirtidhavala. All these are adaptations of the
Astapadis of Jayadeva’s Gita-Govinda and are also treated by him in

his Rasikapriya commentary on Gita-Govinda.

Laksanas of DaSavatara-Kirtidhavala (MiSrasuda-prabandha).
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Kumbhakarna mentions that MiSrasuda is a combination of
Chhayalaga and Sudda varieties. It is not clear if both siidas (songs)
were of desi (Regional traditions) origin and were already regarded as
groups in their desi environment or if only the name siida is of dest
origin; for while ‘ela’ was composed in Sanskrit at that time in
sophisticated metrical forms and figures of speech etc. the Salaga
siidas must have been composed in Sanskrit before suladis were

composed in Kannada by the Haridasas (14™-15" century C.E.)*

32 Nartananirnaya by Pundarika Vitthala, Edited by R. Sathyanarayana, Vol. I, First Pub.
1996, Pub. By Indira Gandhi National Centre for the Arts, New Delhi-110001.,PP. 311
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Somes§vara III in his Manasollasa or Abhilasitarthacintamani also
defines siidakarma as consisting of larger prabandhas such as ela; he
also seems to include ‘tripadi’, etc. among the siidas. DaSavatara Git1
in Manasollasa is of Citra and Vicitra varieties of ‘tripadi’. (We learn
from Manasollasa (4.7.32 and 4.16.551) that the tripadi was sung as
Onakevadu (an occupational folksong sung while pounding corn) and
as Ankamala (a song of irony containing a small number of touché
taunt words directed at a rival defeated in battle or combat)®”. The
laksanas of tripadi can be compared with the DaSavatara Giti in

Manasollasa.

The Salagasuda prabandhas were required to be composed in their
namesake or other well defined talas and to be performed in a
predetermined sequence. That is why they were called sida-krama.
The groups of dhruva etc. were collectively known as siidadi or siladi
since at least the 15™ — 16™ century C.E. in Kannada region*. King
Tulaja has recorded in the early 18™ century C.E. that the salagasidas,
now called suladis, were still in a flux of evolution. In North India
they retained their names and structures and found application in

different compositions dedicated to Visnu.”

Pundarika Vitthala in his Nartana Nirnaya describes the Suda
prabandhas  differently. They are related to  Salagasuda
vadyaprabandhas (NN. Vol. 1. pp. 82-85) and yati prabandha (NN
Vol. I. pp. 86-91) which were performed in dance sequences. The
salagasiidas were also nrtta prabandhas, i.e. dance compositions.
Catura Damodara has explained sidadi nrtyaprabandha in his
Sangitadarpanam,( 7.220-234) under the name ‘suddhapaddhati’. Thus

we learn that the sizladi-nrtta had a long line of traditional descent

¥ Nartananirnaya by Pundarika Vitthala, Edited by R. Sathyanarayana, Vol.II, First Pub.
1996, Pub. By Indira Gandhi National Centre for the Arts, New Delhi-110001.,PP.351
** 1bid-PP.383
* Ibid-PP.388
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(sampradaya) known to the early authorities. They were characterized
by nrtya according to the bhava of the words rather than to composed

dance or grammar of dance™.

At the time of Pundarika Vitthala revolutionary changes were
introduced and stabilized in the salagasiida prabandhas by the
Haridasas of Karnataka in transforming them into saladi. It is
Pundarika Vitthala who conferred the status of Vadyaprabandha on
sitladis for the first time”. Later on they were renowned as dance

compositions as well.

It is important to note that hereafter Pundarika Vitthala also records
the consent of practical exponents on siladis, viz. the Haridasas of
Karnataka such as Purandaradasa and Vadiraja who were his
contemporaries. Pundarika Vitthala describes Prasiddha prabandhas
such as DaSavatara prabandha, from contemporary musical practice.
Perhaps the DaSavatara prabandha described by Pundarika Vitthala
from contemporary music is a concession to contemporary Karnataka
region. As DaSavatara was already composed by Jayadeva in his Gita-
Govinda and was a very popular example of Suda prabandha, it can be
regarded as an ancient origin and the laksanas of the DaSavatara
prabandha by Pundarika Vitthala may be compared with his
contemporary composers and songs of Haridasas describing the ten
incarnations of Visnu. We do not find this unique DaSavatara

prabandha described elsewhere.

CRICRIRE

fasongemaaron ycds a7 gudd |

deaui cufd: @os: wsgdaifadsd: |

HecT@USYGTHIIN TTART ganfed: I (NN Vol. II, pp. 124)

% Ibid-PP.385

7 Nartananirnaya by Pundarika Vitthala, Edited by R. Sathyanarayana, Vol. 1, First Pub.

1996, Pub. By Indira Gandhi National Centre for the Arts, New Delhi-110001., pp.217
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In this prabandha each of the ten incarnations of Visnu as well as his
excellent qualities are described in ten segments, set to six angas in a
random order, and the abhoga is constituted in other words by the
final segment. Pada, pata, biruda, svara and tenaka can occur in any
avatara; tala applies to the whole composition. Abhoga is a separate
segment composed in words other than wudgraha, melapaka and
dhruva. The tenth segment itself describes the tenth avatara and
excludes all arngas other than pada®™ At the time of Pundarika
Vitthala, Dasavatara as a prasiddha prabandha had gained importance
in religion and philosophy and also was a powerful subject for dance

and music compositions.

Like the great composers of Carnatic music, Sankardeva (1449-
1568C.E.), left behind a very large corpus of devotional compositions.
The melodic and rhythmic structure set to these compositions led to
the foundation of music and also to support the tradition of dance that
evolved gradually as an independent genre of ritual art, while the
literary support for it came from the texts of the devotional poetry of
the saints. The Ankiya Nat introduced by Sankardeva in the 15"
century C.E. stands next to the great tradition of Sanskrit drama. In
Bargitas there are several intricately structured parts. These
performance parts interestingly correspond to characteristic sections
(dhatus) and other aspects (angas) of Prabandhagitis as illustrated by
Sarangadeva in Sangit Ratnakara in constructing the image of a
Prabandhapurusa. It is quite possible that Sankardeva coming in touch
with the Prabandha tradition of music during his long pilgrimage was
influenced or inspired by it, derived elements from the tradition to
make the performance style of Bargits. Sankardeva included a

DaSavatara song in his play ‘Keli Gopal Nataka’, which is sometimes

% Nartananirnaya by Pundarika Vitthala, Edited by R. Sathyanarayana, Vol.Il, First Pub.
1996, Pub. By Indira Gandhi National Centre for the Arts, New Delhi-110001., pp. 389
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danced as a separate solo item in the Sattriya style can be cited as

evidence in this regard.

Likewise we find Dasavatara song in the play ‘Bhama Kalapam’ and
also in the Krsna I1la Tarangini in Kuchipudi style. But these efforts of
presenting the ten incarnations of Visnu on stage remained confined to
the domain of solo dance presentation. The concept of incarnations of
Visnu, as we have seen earlier grew with time. We may give the credit
of bringing Dasavatara concept into the fold of dance-drama to
Jayadeva and certainly the credit of developing it into a full-fledged
dramatic form goes to the people of western Maharashtra (Konkan)

and Goa.

At the time of Ramadasa (1608-1681C.E.) there must have been a
tradition of staging DaSavatara plays in Maharashtra. However in
Dasbodha, Samartha Ramadasa mentions DaSavatara plays and
Harikatha also. Dasbodha gives the Laksana or theory of Harikatha
and various applicative aspects of it but we do not find any elaborate
description of the Dasavatara play. The tradition of bringing the actors
in the guise of various characters while the Kirtana was in progress
was prevalent in Maharashtra in the 16" century C.E. Such

dramatization was an important part of the Harikatha Kirtana itself.

Originally Harikatha Kirtana was performed by devotees mostly on
Lord Visnu and His various divine incarnations, especially the avatara
of Krsna. The stories for narration were taken mainly from the
Bhagavata Purana. Because the story was performed on Hari, the
performance was called Harikatha. Later the stories of Siva, Devi,
GaneSa, Muruga and other gods and goddesses of the Hindu pantheon,
as well as stories of saints, were also performed in the form of

Harikatha.
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Harikatha Kirtana is divided into two parts purvanga and uttararnga. In
purvanga the performer takes up for discussion some metaphysical,
religious or philosophical problem and in the uttaranga illustrates his
hypothesis with some story. Kirtankara concludes the performance
with Aarti. The tradition of bringing in actors in various disguises is
not seen in the present day Kirtana performances. All these semi-
dramatic narrative performances have greatly contributed to the
development of drama in Maharashtra, but we have lost the tradition
of Nrtya or the dance element which was prominent in the Harikatha

presentation.

Saint Tukarama and Samartha Ramadasa laid the strong foundation for
the development of the art form of Harikathda. Before the time of
Samartha Ramadasa, spiritual story telling in Maharashtra was known
as Kirtana. It was saint Ramadasa who codified and gave a definite
shape to Kirtana and populerised it in the name of
Harikatha” . Therefore it is not incorrect to say that Harikatha is an
enhanced form of Kirtana. Retaining the framework of Samartha
Ramadasa, the art of Harikatha grew along with the local tradition and
the creative acumen of the local artists in each State. As we know at
the time of Pundarika Vitthala, Dasavatara as a prasiddha prabandha
had gained importance in religion and also was a powerful subject for

dance and music compositions.

The Harikatha was first born in Maharashtra and brought to Tanjavur
in the seventeenth century C.E. by disciples of Samartha Ramadasa,
and then it spread all over South India*. During the period of Sarfoji
IT (1797-1832 C.E.), the kirtankara Meru Swami, also known as
Ananta Padmanabha Swami, became a very popular Harikatha

performer in Tanjavur. He made Harikatha popular in Kerala also by

¥ 1.P. Meera Grimes, Harikatha, 2008, Pub. Indica Books, D 40/ 18 Godowlia, Varanasi-
221001 (U.P.), pp.14
“ Ibid. pp.38
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his visit to the court of Swati Tirunal. Later in the period of King
Sivaji IT, Morkar or Morgaum Ramachandra Bua was the most popular
Harikatha performer. The King gifted him a matha and requested him
to train students in Kirtana*. Harikatha attracted people and drew

huge audiences.

It is important to note here that the service that the Marathi Kings of
Tanjavur (1676-1855 C.E.) did for the fine arts of music, dance, drama
and Harikatha, is immeasurable. The Maratha rulers of Tanjavur were
not only great patrons of art and culture but they themselves were
writers of outstanding merit. The second Maratha ruler of Tanjavur
Sahaji Bhonsale (1682-1711C.E.) wrote many plays in Telugu, Hindi,
Tamil and Marathi. He was rightly known as Kavibhoja. It was during
Sahaji’s regime (1682-1711C.E.) that many Marathi saint poets from
the north started the Bhajan and the art of Harikatha in the south.

In Sahaji’s plays the Siitradhara calls himself Bhagavat dasavatari,
and the dance dramas were also called DaSavatara Bhagavat or
Harikatha. One of his plays ‘Pancabhasavilasa’ is written in five
languages®. In this play Sutradhara sings a song in praise of the ten
incarnations of Visnu. This song is also inspired by the DaSavatara

Astapadi of Jayadeva.

Pancabhasavilasa — Dasavatara song

Td Hedl FHEANCT HAIHCA TGaratiel Hifdeaidedaiagreie
JUATGeTel & TeTdel AGIINITe YOI UG : |

HUdq FHEG: |

Fegherg ot ||

SIS SAATHEaHIA |

SIS ATTHERIATH |

! Tbid.-pp.44
> Shende Sarojini: (1986), Marathi Natakaci Gangotri (Tanjavuri Marathi Sangeet
Natake), 1* edition, Maharashtra Government Press, Mumbai- 400032, PP. 209
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SIS HREIGTS |

SIS eIl CSTFgIUSATIS |
SIS JAGRUT-Y dH AR |
SIS JUSIAT |
ERERIBNEINEUE TR
SIS FHIEUATH TR |

SIS aGAAHHEROT
FISIpdshIsadr | [AITATAdER |

SIS agAT feRuaneifeomy

HETCNATURTSN G IeRFaRAY | ARIATEay |
SISTT AT TolTai=AE HaRomr

dIAAdgheE | SIS @ardTg |
SIS ERTHREH G TEROTIRYEE |

[GEENIGEICE M)
SIS SHTRN: AT

Fog hehisIAFAlegFd fATsers |
Y dhcus | gifadiiSTes#gIvs |
SIS Mo FeAEgHT

AYYURMIA AlRFdledelaed | HITTHATA |

HFAITS | AT IIfg | A 917 |
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(As published in Marathi Natakaci Gangotri by Sarojini Shende,
1983)

In his play ‘Hariharavilas’ the Sutradhara calls himself Bhagavat-
Dasavatari.* Kanchuki says, ‘You fool, if you are alone, how can you
be a DaSavatari?’ Replying to his query Sutradhara states, ‘Oh!
Friend, I alone takes all the roles of the ten avatars’. This is a
reference to the tradition of presenting the Dasavatara by an actor in

the piarvaranga of the Vaisnava plays.

This indicates that in the dance-dramas of Bhagavatas many a time the
Dasavatara presentation was included; at first the tradition might have
started with the presentation of the DaSavatara song by the actor

utilizing gestural language to underline its meaning in visual terms.

Marathi dance-musical plays were produced during the reign of
Maratha rulers at Tanjavur between (1682-1832 C.E.) and are
preserved in the Saraswati Mahal library at Tanjavur. From the Modi
manuscripts which are available in the library we get the information
about Bhagavat-Mela troupes during Serfoji’s reign (1798-1833C.E.).
The Bhagavat-Mela referred to in the Modi records was not limited to
the repertoire performed in Melattur, Saliyamangalam and
Tepperumanallur.* A vast number of Bhagavat-Mela plays appear to
have been enacted at the Tanjavur court. Although many of these exist
in manuscript form, they do not survive in performance today. The
Bhagavata-melas were performed exclusively at Visnu temples and
were based on Vaisnavite themes. Another point is that the teachers,
the conductors and the artistes in Bhagavat-Mela and Kuchipudi- that
is, the Bhagavatars and Bhagavatulas, were all exclusively Brahmins.

Venkatarama Sastri (1743-1809 C.E.) composed many Bhagavata

# Yashavant Lele, Marathi Rangabhumicha Itihas, Khanda-I, Bhag-I, 1* edition, 1943,
Pub. Prof. N.K. Gharpure, Chit., Abhinava Sharadopasak mandal, 812 Sadashiv Peth,
Pune 2, pp.37.
* Davesh Soneji, Unfinished Gestures: Devadasis, memory and modernity in South India,
2012, The University of Chicago Press, Chicago, 60637, pp.243.
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Mela Natakas. His Natakas has an influence of Sanskrit Nataka
tradition, NatyaSastra aesthetics and the development that have taken
place to Nataka format during the reign of Nayaka and Maratha Kings.
Introduction to Ganapati at the commencement of a nataka follows the
development to the theatre art brought by King Sahaji (1683-1712
C.E.) of the Bhonsala dynasty.

These points can convincingly prove that the tradition of Marathi
dance- drama as we can name it, DaSavatara Bhagavata, goes back to
the 17" century C.E. and its early beginnings are not to be found in
Maharashtra. In the incorrect belief that these Marathi plays were
limited to the royal court only, Vishnudas Bhave of Sangli, 19"
century C.E. playwright, is taken to be the promoter of the Marathi

drama among common people.

The saint-poets of Maharashtra have made many references to
dramatic performances. DiiyaneSvara (13" century C.E.) makes many
references to various types of performing actors and dramatic forms in
his works. In chapter 17" of Diiyane$vari he has graphically described
a performance with generous offerings of money by the audiences. He
has made a number of references to dance drama and also to puppet
shows (1.120; 9.36, 37; 11.486, 487; 13.956; 15.422; 16.265.)* In one
of his verses he says that by his skill of decorating himself by dress
and make-up the actor did not get deceived. He also describes the
narrative form Kirtan as a kind of dance-drama or play-acting with
dance movements- natanache. DiiyaneSvara did not seem to have good
opinion about dramatic art. However, in the present context his
description of a dance-drama performance in chapter 17" is very
important. Though the performance is not called DaSavatara it is clear

that some kind of dance—drama shows did exist during DfiyaneS§vara’s

* Athavale Ananta Damodar : Diianesvari, published by Shri Radhadamodar Pratisthana,
Pune-30, 1994, third edition.
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time. The existence of theatrical activity in Maharashtra is evident

through many references to it in ancient Marathi poetry.

The Marathi saint-poet Ramadas refers to Dasavatart plays in his

Dasbodha, He states: (Dasabodha 6.8.11)

Wbl Acah ATy | aF A eI aAnT |
oI AN oo A | 9 3rarer erfearoy ||

In the DaSavatari play beautiful girls come on the stage and enchant
the audience with the charming movements of their eyes, but in reality

they are all male actors.

GeMAdRIcTel FSOM | 3Tt ST GEATN SO |

In the DaSavatar1 play a person who is portraying Krsna’s character
protects Draupadi by providing cloth to her, but after the play he
himself begs for cloth.

From this we come to know that at the time of Ramadas (16™ century
C.E.), there was a tradition of staging DaSavatari plays and female
roles were done by male actors and also the condition and status of
DaSavatara actors in the society. This is the only positive evidence
indicating the existence of Dasavatara plays that we find in

Dasabodha.

Dadavatara is the most popular traditional theatre art form in
Maharashtra. These ritual dance-dramas are held in most of the
temples in western Maharashtra during festive occasions. The origins
of Marathi theatre are traced to DaSavatara dance-drama tradition,
which developed in the seventeenth century C.E. Scholars are divided
into two groups as far as the origin of the dance-drama is concerned.
One group believes it to have evolved from “Yaksagana” and

“Bhagavata-Mela” and many actors believe that DaSavatara is
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originally a dance-drama form from western Maharashtra (Malvan,
Sindhudurga). According to research scholars the form was introduced
to the Konkan region in the 16™ century C.E.* Generally the inherent
actors, who are all male, belong to the Devali, Lingayat or Gurava
caste groups and are known as DaSavatar1 players. It is believed that
Shyamji Naik Kale, a Brahmin Kirtankara first staged DaSavatar1 play
at Adivare village in 1728C.E. imitating Yaksagana. He also taught
DaSavatara to some Tamasgirs, Lingayats and Guravas from Adivare

village.

Observations

We can conclusively say that DaSavatara dance-drama of Maharashtra
has evolved during Bhakti movement. This historical record enables
us to determine the period of the DaSavatari Nataka tradition as
flourishing in Maharashtra at least say from the seventeenth century
C.E. In some parts of India the dance-drama tradition was shaped and
nurtured by the Kirtankaras. It was also a period when the bhakti cult
spread to many parts of India, and the art of dance-drama became a
vehicle for its expression. The Bhagavata tradition was also
responsible for the cultivation of a dramatic art of Maharashtra in
which devotional stories were composed in the form of songs and set
to music and were danced and interpreted in gestures by Brahmana

devotees.

4 MarathiVishwakosha, Khanda-10 by Laxmanshastri Joshi, Maharashtra Rajya Marathi
Vishwakosha Nirmiti Mandal, 1987, first edition, pp.1567
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CHAPTER- 6

DASAVATARA DANCE DRAMA OF MAHARASHTRA

6.1 Introduction

In Indian mythology the ten incarnations of Visnu are collectively
known as DaSavatara. They are Matsya (Fish), Kurma (Tortoise),
Varaha (Boar), Narasimha (Man-Lion), Vaman (Dwarf), Para§urama,
Rama, Krsna, Buddha and Kalki (Kalnki). They form the base of

Dasavatara dance-drama of Maharashtra.

The DaSavatara are among the first expressions of regional folk
theatre in Maharashtra. In the course of the Bhakti movement in
Maharashtra spanning more than two centuries DaSavatara endured as
a vibrant tradition of theatre that received sustenance as a religio-
ritual form and as a healthy medium of popular entertainment from the

people at large.

In the Dasavatara performance, the narrator (Sutradhara) first of all
prays to Lord GaneSa and Saraswati and invites them on the stage and
then through them presents the various reincarnations of Lord Visnu
in their garb on the stage. The DaSavatara structure retains semblances
of Sanskrit drama (Prabandha), the pirvanga (prologue) and the

uttaranga (epilogue).

Storytelling in DaSavatara is very precise and simple in language.
Dasavatara performance thereby attracts audiences very quickly.
Marked by exquisite artistry inlaid in its form and structure and
stylized with subtle combination of music, dance and theatre,
Dadavatara came to grow as a powerful theatre art and theatre

movement in the years that followed.
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Many people have contributed a lot in popularizing this traditional art
form of Maharashtra like Valavalkar Mandali, Naik Mochemadkar,
Mama Mochemadkar, Khanolkar, Achgaonkar, Alurkar, Chenvalkar-
Gore, Chenvalkar and different members and artists like Rajabhau
Ajgaonkar, Dhondi Mahankar, Gangaram Mistry, Satyavan
Kandalgaokar, Baba Palav and many more. Some people believe that
Valavalkar gharana was the first one to popularise this art form. Shri.
Vasant Sawant in his artical' mentions that he had witnessed some
Bhorpis, who used to show the pictures of Fish, Tortoies, Varaha and
Kalki or Kalnkt while performing Bhorapa during the year 1929-30
C.E. This clearly indicates that the concept of presenting avatara of
Visnu through different art forms was popular in early twentieth

century in Konkan region.

Tushar Naik Mochemadkar of the current generation is leading the
way in making changes to this art without disturbing its unique
structure and format. Babi Nalang, a noted actor of Dasavatara
Nataka, has won a prestigious Sangeet Nataka Academy award from
the government for his performance and contribution towards this

traditional art form.

6.2 Background of Dasavatara

6.2.1 Region:

Konkan includes all the land that lies between the Western Ghats and
the Indian Ocean, from the latitude of Daman on the north to that of
Terekhol, on the Goa frontier, on the south. The word Konkan is of
Indian origin and of considerable antiquity, but its meaning as the
name of a part of a country is not obvious and has never been

satisfactorily explained, although various interpretations of it have

' Sawant Vasanta : Daksina Konkanaca Dasavatara, Nadabrahma, Ed. By Sarojini Babar,
Published by Government Press, 1995, first edition, PP.144.
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been given®. The district known under the name appears to have had
very different limits at different periods. The seven Konkans of Hindu
mythology are mentioned in a Hindu history of Kashmir, and are said
by Professor H. H. Wilson to have included nearly the whole of the
west coast of India. The word Konkana indicates a strip of land along
the western Indian coast beyond the Sahyadri Mountains’. The people
as well as the language they speak take the name from the region of
their origin. The Konkani people primarily speak Konkani although
very high percentage is bilingual. According to a mythological story,
once the warrior-sage ParaSurama threw his axe in the Arabian Sea

and the sea withdrew to the point where the axe fell.

Lord Par§urama with Saraswat Brahmana settlers commanded Lord Varuna

to create the seas recede to make the Konkan.

DasSavatara is popular in major localities in Sawantwadi, Kudal,
Malvan, Vengurla, Kankavli etc. in the Sindhudurg district of the
South Konkan Region of Maharashtra. The villages of Devgad taluka
and Dodamarg also have annual performances of DaSavatara. Most of
the villages in Vengurla raluka (estate) such as Walaval, Chendvan,
Pat, Parule, Mhapan have a rich tradition of DaSavatara. It is also
popular in North Goa district in the State of Goa. It is mainly

performed in talukas such as Pernem, Bardez, Bicholim and Sattari.

2 Bharatiya Sanskriti Kosha, Khanda 11, Published by Bharatiya Sanskriti Kosha Mandal,
(Konkana) Pune-30, 1970, first edition, PP.547-551
® As reported on http://ratnagiri.nic.in/gazetter/gom/home.html
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6.2.2 Communities

Dasavatara is a folk theatre art form practiced by agriculturists or
farmers in the Sindhudurg district of the South Konkan region of
Maharashtra and the North Goa district of Goa. DaSavatara is today a
popular form of drama in the rural areas. Initially it was popularized
in the Konkan area by a Chitpavan Brahmin named Gore from Kavthe
area in Sindhudurg and Shyamji Naik Kale from Adivare in Ratnagiri

district. Today it comes to be looked upon as an art of the commoners.

The diversity is reflected in origins, religion and geographical spread.
The Konkani people can be divided into different categories based on
their location and religion®. Among the major groups which have
contributed to the tradition of DaSavatara drama of Hindu Konkanis
are the Chitpavan Brahmins, also known as Kokanashta Brahmins,
along coastal Maharashtra. Many of them have contributed a lot to the
development of a distinct Kokani-Marathi culture’. The Peshwas of the
Maratha Empire also belonged to this community. Regardless of when
they immigrated, they indisputably assimilated and spoke a dialect of
Konkani called Chitpavani which is very similar to Malvani. Later on
in the 17th and 18th century, they migrated to the desa (the original
Maharashtra) and adopted Marathi as their language. Out of 2000
Chitpavan families in 1700 C.E. it is estimated that 60 to 70 families
had immigrated to Pune, Sangli, Satara, Solapur, Nashik and Nagpur.
During 1600 c. C.E. to 1700 c. C.E. many Chitpavan families from

Ratnagiri and Rajapur talukas of the Ratnagiri district migrated to the

* Bharatiya Sanskriti Kosha, Khanda II,( Konkana), published by Bharatiya Sanskriti
Kosha , Pune-30, 1970, first edition, PP.551-552
> Ibid, PP.552
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Karavalli coastal region of Karnataka®. They still speak the original
Chitpavani dialect. Again, during 1818-1947C.E. many families
migrated to Mumbai and Pune. The Chitpavan immigration into
Mabharashtra proper began when Balaji Vishvanath Bhat was made the
Peshwa of the Maratha kingdom, replacing the earlier Pingle dynasty
of Peshwas. It is interesting to note that not Chitpavani but Konkani,
the language of the Southern part of the Sindhudurga district was

introduced on the stage.

6.3 Dasavatar1 Nataka performance traditions

All the forms of Vaisnava drama are interrelated in the sense that they
are regional variations of the country wide theatre movement inspired

by the Bhagavata bhakti.

6.3.1 Dasavatarai Khele- Nataka

In the realm of traditional genres the main performance as performed
by persons of different communities. This DaSavatarai Nataka is very
peculiar to (tal-konkan) South Konkan region known as DaSavatara-
Kala or jatra performances. They are usually staged on jatra days, the
season starting from Tripuri Paurnima, and continuing till the advent

of rainy season’.

On Malvan side the members of dahikala/ dhaikala locally known as

Dasantris generally belong to the Devali caste®. On Sangame$wara
side such actors are known as khele’ (@a). The performance starts at
about 10 p.m. and it is conventional that it must terminate at day-break

with the breaking of handi. @&Nis a pot full of curds, milk, etc.)

® Gazetteer of the Union Territory Goa, Daman and Diu: district gazetteer By Vithal
Trimbak Gune, ,Published by Gazetteer Dept., Govt. of the Union Territory of Goa,
Daman and Diu, 1979

7 As reported in http://ratnagiri.nic.in/Gazetter/GOM/people_entertainments.html

¥ Bharatiya Sanskriti Kosha- Khanda 4, published by Bharatiya Sanskriti Kosha Mandal,
Pune-30, 1970, (Dashavatara).

° As reported in http://ratnagiri.nic.in/Gazetter/GOM/people_entertainments.htm]
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The stage is an improvised one, a simple mandava (booth) about 12' X
16 and lor 2' high enclosed on three sides by jhamps (plaited coconut-
leaves) often serving the purpose, A bench or two at the back
accommodates the mrdaniga and harmonium players and when
required serves the purpose of 'throne' etc'’. A curtain is held by two
persons in front of the actor and is removed when the actor enters the
stage. The Sutradhara of the play takes his stand at one corner of the
stage. So, other actors also get enough space on the stage for entry and

exit.

The programme begins with the entry song in praise of Ganapati. He is
accompanied by Rddhi and Siddhi, his two consorts. They help him to
hold his big trunk and the two extra hands. After this invocatory song
goddess Saraswati enters the stage. She is the goddess of learning.
Ganapati dances for a while in a criss-cross way with firm steps. He is
offered worship in the Namana song and then after giving blessings he
retires''. Then the character of the goddess Saraswati enters with the

peacock as her carrier. She performs a ‘peacock dance' and retires.

After this performance the demon Sankhasura enters on the stage
dressed in a black cone-shaped mask. He is supposed to be a
Brahmana by caste, and while enacting a Brahmanic way of religious

karmas creates much fun by his mimicries and mockeries.

Sankhasura meets his 'death’ at the hands of Krsna. The curtain is held
and Sankhasura disappears; Krsna performs a dance and retires this

part is called adadasavatara.

Now starts the main part of the Nataka, the enacting of the main stiry
that is akhyana. The theme is generally a pauranic subject such as
Usha-swapna, Draupadi-Vastraharana, Kicakavadha, Kaurav-Pandav

Yuddha, Dronaparva, Abhimanyu etc.

'% As reported in http://ratnagiri.nic.in/Gazetter/GOM/people_entertainments.htm]
1 Ibid.
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There is neither a script nor any specific kathavastu or 'plot'. Every
actor is acquainted with the 'story' and is allowed to deliver extempore
'dialogues' using his freedom with skill'>. The sitradhara narrates and
describes the parts which cannot be enacted on the stage but are
important links of the story line. The play has to last till daybreak and
the gaps in between the episodes are bridged over by interludes of

songs and fights.

The fights have to be rigorously danced over the stage and the curtain
1s held for the 'dead’ character to walk away from the stage. During the
Malvani Dasavatari Nataka one of the Rddhi and Siddhis moves in the
audience with the devaci-tali or arati, Individuals place their
contribution in the dish and bow. The play concludes with the
ceremony of breaking the handi at the hands of the village

honourables*(gavkaris).

The performance of this theatre form is not based on any written script
(samhita). These performances followed the oral tradition. They did
not follow any modern theatre norms. So these theatre forms came
under the shadow of traditional theatre without objecting to their

original folk and ritual values.

In South Konkan there is a tradition of entertaining people by taking
songa. Generally on the occasion of Holi festival or Simga, the actors
come in disguise and dance among the people. The actors take
Dasavatara soriga, which 1s another tradition of performing
Dasavatara. In this form only dance and music has importance in the
presentation. Verities of dances are carried out while the procession is

going on in the village. They use colourful masks and dresses.

'2 As reported in http://ratnagiri.nic.in/Gazetter/GOM/people_entertainments.htm]
1 Ibid

195


http://ratnagiri.nic.in/Gazetter/GOM/people_entertainments.html

According to some research scholars the DaSavatarai drama was
introduced to the Konkan region in the 17" century." From a historical
point of view, these performances came into light during late 17" C.E.
and early 18" C.E. It is believed that Shyamji Naik Kale, a Chitpavan
Brahmin (Sandilya gotri) - Kirtankara first staged Dasavatar play at
Adivare village in 1728C.E. He brought this Dasavatara Nataka from
Karnataka. As mentioned earlier during 1600 to 1700C.E. many
Chitpavan families from Ratnagiri and Rajapur talukas of the
Ratnagiri district migrated to the coastal region of Karnataka. C. K.
Dixit in his book ‘Adivarya Ci Mahakali’ mentions that Shyamji Naik
Kale promoted this art form and took it to urban society. He visited

many places in Maharashtra with his troupe (phad).

Strictly speaking, the origin and birth of this theatre form is unknown.
Nevertheless, it got influence from Harikatha kirtana. One can predict
that it was Vaisnavism that influenced the DaSavatara drama form
during the 17™ century along with other traditional theatre forms of
India. Dasavatarai drama as a form of literature has long been
conspicuously unknown to the tradition of Marathi literature dating
back to the 17" century. The influence of the bhakti movement
resulted in a great religious following. Due to this the traditional
performances like DaSavatari dance-drama developed out of Vaisnava
devotionalism and set deep roots in Maharashtra region. It stands,

therefore, as a traditional theatre form of Maharashtra.

The information about the performance structure of Shyamji Naik
Kale’s presentation is noteworthy. Here, the episodes connected with
the major ten incarnations of Visnu were presented elaborately as the
name indicates. The two stock characters namely siatradhara and
viduska of the Sanskrit theatre are also found in this form of

traditional theatre. Haridasa always played Sutradhara’s role,

' Joshi , Laxman Shastri , Marathi Vishwakosha, Maharashtra Rajya Marathi Vishwakosh
Nirmiti Mandal ,1981, Khanda- 10, PP.1567
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functioning as a narrator, as he recited and sung the narrative portions
to link various dramatic episodes. He wore a long tunic, a cap and a
waist band. He was supposed to stand in the centre accompanied by
two pakhwaja vadaka on both the sides and a group of cymbal players
or talkaries would stand in a semi-circular formation behind them. The
first item Mangalacarana (an invocatory song) sung by sutradhara was
always dedicated to Visnu. After the opening prayer madhavi
(madhavya or viduska) used to enter the stage. This was followed by
gopala-nrtya after which the main story of Matsyavatara would start.
Another typical character in this DaSavatara was naik. Then the main
part of the show that is Akhyana would start, in this generally all the
ten avatara were presented elaborately. In Akhyana multiple patterns
of delivery were adopted. The prose dialogue was often an elaboration
of the sung dialogue. In the DaSavatara dramatic structure the chorus;

a group of singers used to play an important role.

There is a mention of the DaSavatara performance by Guravs of
Kuveshi village in the Maharashtra Sahitya Patrika. This troupe from
Kuveshi performed at Pune-Peshawa Darbar in 1896-97 C.E. (Shaka
1818-19)”. The text also mentions the contribution of Chitpavan
Brahmins to the DaSavatara drama. The Patrika contains the only
published script of the DaSavatara drama (smhitad) available today

which was published in 1933.

The script contains the description of six avataras (Matsya, Kurma,
Varaha, Narasimha, Rama and ParaSurama). There is no information
regarding DaSavatara music and fala-vadyas. The description found in
this text has only literary pertinence. It contains many musical forms
such as Ovi, Arya, Pada, Curnika, Sloka, Palna, Tarana and the
languages used are Sanskrit, Marathi and Hindi. There is a mention of

Rahu Nrtya and Apsara Nrtya and also some interesting fight

> patankar R.K.: Dasavatara, Maharashtra sahitya patrika, Pune,Year 6,March 1933,
anka 1, PP.35-42.
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sequences in the script. The tradition of presenting avataras of Visnu
can be observed only in this tradition. According to Sri. Ramachandra
Joshi, who is now settled in Pune, the tradition was followed by the
troupe of Kuveshi village in Sindhudurga district. Sri. Joshi with his
brother Shri. Suresh Joshi from Kuveshi, took the efforts to preserve
the tradition by documenting some episodes (Purvaranga, Nandi,
Matsya avatara, Narasimhha avatara, ParaSurama avatara and Rama

avatara) of this DaSavatari Sangita Nataka (Video 4).

Shri. Ramachandra Joshi said that the DaSavatari Sangita Nataka of
Kuveshi has a very interesting background. He also narrated the story,
how this DaSavatara came to their village. He confirmed that the
DaSavatar1 Nataka tradition which they follow is the same tradition of
Adivare village, which was composed by a Brahmin kirtankara Shri.

Shyamji Naik Kale.
Dasavatari Nataka presented in the Temple at Kuveshi-
Timings of the Plays

Usually the performances are nightlong affairs often spreding over

more than one night.
Stage furniture

A chair or two or a seat/ stool is used as an only one piece of furniture.
The seat can suggest different locales like an upper storey, a tree, a
garden, a palace or a mountain top by the abhinaya of the actor

assuming different postures on it.
The performance preliminaries-

Prior to the main performance there are long preliminary rituals which
are sanctioned by the temple authorities and last for long time. The

preliminaries on the stage begin with the playing of percussion
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instrument. The Sutradhara recites the S§loka. The chant-like songs and

Slokas are sung which refer to different gods and Sarasvati.

“YAUR || AATHR IR GeTeTrel G |
faRarur sereTaeel Agaut YA I

AGHRIT FAATA JITHEITAITT ||

dq fasu] sTasragd Hdellehehar g |l

AT Poaog JINGRYUTAT AT YHIEATadT ||

AT AOMIESATSTRT AT AATHAT|

a1 sEATegdRreRs fafded: der afeari

T AT 91d A& Haracr - Aegar ggriRl
Heh ST arare 99 oodd TRl

TchUT dAg d¢ RATAGHTET (13l

Make-up

The material of the body paint constitute the paste colours made up from
localy available material.

Red — from red earth

White — from lime paste, rice past and sangajira

Yellow — termeric and yellow earth

Black — from cal powder or kajala

Blue — from indigo

Red — sindura or kumkum

Orange — Sendura

Glitter — from mica powder

Ornaments
Ornaments are made from wood and covered by mica and coloured paper.

They are made by the traditional carpenters.

Entries
The main character emerges from behind the curtain accompanied by an

introductory verse. General entries are made from the left door of the stage
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with exits through the right door. Characters like Ravana enter from the

back of the audience accompanied by torches and shrill cries.

“¥F S T SfAT T || ARTIUTh AT AAT ST ARTIURT JAT
AT |l

AT AT =T ard ||

ARfgTIE aT: eATATEHTIg Aefecsh

ME cang afes e 7§ g9 |

5 Arciaeridedfaidal: Ycaeapsig#H |

TUTATYIASIATS T ATg A & FHead: |

3T Caa@T ANTHEYST ASFIHRILT FAT AT || 64T 1. |
SANIUT AT § || RIa&Afor & & |

FAAATITHHEHIN EYeAcad carX || AJ7 a1 || (AT I, sifey
AT ATl IMNSTelole] HEH IRTRIT AT FAT || 31|
(@ATErdT Sreran) ey || (FIYUR) S8 ||

(AL) YUH ARH JATgel || HTAT HIOT I T & |

(7. Mures ama ||

(A1) 8 IR ||

TUTATUHA TR S GHYTE AT feredelr

AT TIdA o~ cTHIAHRITARETH: l....”

There is no attempt at realism in the presentation of DaSavatart Nataka nor
i1s there an endeavour to adhere to the written script in its linear or
narrative pattern. The scenes of the plays are performed by four or five

performers. Each evening’s performance is devoted to the presentation of
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one specific avatara. The performance ends with the presentation of Rama

avatara.

This information leads us to a simple conclusion that DaSavatara
drama was also performed by Brahmins and Lingayats, during the
temple festivals at Kuveshi village. It should be noted that in the
course of time many became oblivious of the tradition of DaSavatara
Nataka and also about the contribution of the Chitpavan Brahmins

towards the development of the Dasavatara Nataka of Maharashtra.

At the time of Ramadasa (1608-1681C.E.) there was a tradition of
staging Dasavatara plays but there is no positive evidence of any
presentation of Dasavatara Bhagavata. However in Dasbodha,
Samartha Ramadasa mentions Harikatha and DaSavatara separately.
During the 17" and 18" century C.E., the Marathi Harikatha was
introduced in Tanjavur. During its peak period Harikatha became a
popular medium of entertainment, and helped in transmitting cultural,
educational and religious values and had a powerful impact on various
folk and traditional performing arts. The Tanjavur Maratha Kings
themselves were not only great lovers of various arts like music, dance
and literature but they themselves contributed significantly to these
various fields. Their own contribution specifically to the dramatic
genre is noteworthy. The second Maratha ruler of Tanjavur, Sahaji
(1682-1711C.E.) wrote many plays in Telugu, Hindi, Tamil and
Marathi. Sahaji composed several ndatakas and prabandhas. In his
prabandhas many Darus and Padas appear and each composition has
specific Raga and tala pattern. His DaSavatara Bhagavata compositions
include curnikas, darus, padas and Suskaksaras. In his compositions of
Darus, he has employed different kinds of darus like pravesa daru and
swagata daru etc. found as ‘dhruva’ in Bharata’s NatyaS$astra. It is also
interesting to note that the setting of daru is similar to Kirtana. It is

usually set in madhyama kala and capu tdala. In his plays the
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Sitradhdra calls himself Bhagavata dasavatari, and the dance dramas
were also called Da$avatara Bhagavata or Harikatha'®. These plays
were not the Yaksagana type, borrowed from the South, in which the
story is unfolded through dancing and singing. The dancing part was
done by different characters in the play and singing part by the
Sitradhdra, who conducted the play and remained throughout on the
stage. These dramas were composed and staged according to the tenets
of the drama as set forth by Bharata, Their themes were mainly from
mythology and they used to be staged during different festivals.
Dasavatara Bhagavata dance-musical plays were produced during the
reign of Maratha rulers at Tanjavur between (1682-1832 C.E.) and are
preserved in the Saraswati Mahal library at Tanjavur. So these facts
can convincingly prove that the tradition of Dasavatara Bhagavat goes
back to the 17™ century and its early beginnings are to be found

outside Maharashtra, in south India.

After 18" century C.E. the changes were observed in the style of dance
compositions, theatre and in the presentations of dance-drama. Drama and
the spoken word was further developed and refined. DaSavatara saw
major changes in performance structure and organisation. Changes
occurred in the stage equipments like electrical lights which replaced the
‘Petromax’ lamps. Changes occurred in seating arrangements. Major
changes came in the themes, with the inclusion of folk epics, Sanskrit
dramas and created (imaginary) stories also became the thematic base of
Malvani Dasavatara presentations. Konkani, the language of the Southern
part of the Sindhudurga district was introduced on the stage. This gained
great popularity in the Sindhudurga region. All these new trends continued
with added vigour after 1970s, with a new element of influence. The
Malvani style of Dasavatart Nataka started making a big impact on other

performing art styles. This trend continues even today.

'® Lele Yashavant, Marathi Rangabhumicha Itihas, Khanda- I, Part-1, Publisher-
GharpureN.K., Sadashivpeth , Pune-2, 1943, PP.83.
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Dr. Prakash Khandge has discussed the topics related to Vidhinatya and
Bhaktinatya'’ of Maharashtra in his book. He has taken efforts to throw
some new light on the traditional knowledge of rules and regulations
related to practices of DaSavatara dance-drama. In his book, while
narrating the regional variations, he mentions some interesting traditional

dance sequences of the Dasavatara dance-drama.

Basava Nrtya is the first invocatory dance item dedicated to Siva and
Parvati. It is performed with the umbrella which is made of bamboo
and leaves and the symbols of Siva and Parvati. Mask of Nandi is also

used in this dance.

Dwarpal Nrtya- After the invocation of Siva and Parvati this dance is

performed by two Dwarpal characters.

Dance of Ganapati and Rddhi-Siddhi- Ganapati is accompanied by
Riddhi-Siddhis. He dances for a while in a zigzag way with shuffling

steps.

Peacock dance of Saraswati- The character of the goddess Saraswati
enters with the wooden peacock as her carrier. She performs a
'Peacock dance'. While dancing she uses Abhaya Hasta and Hamsasya

Hasta.

Dances depicting battle- While depicting the fighting scene the
characters move in a circular manner. They also maintain pratyalidha

position.

"7 Prakash Khandge, Vidhinatya-Bhaktinatya Bhandar-Buka, 1% edition, 2012, Publisher:
Maitreya prakashan, Vile-Parle (east), Mumbai-57. PP. 140.
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6.4 Present-day performance structure of
DaSavatara in Maharashtra

6.4.1 Performance of Dasavatari Nataka

Dasavatara 1s believed to have evolved from theatre during Bhakti
movement. The structure of DaSavatara, which retains some features
of Sanskrit theatre, consists of two parts such as purva-ranga 1i.e.
prologue and uttara-ranga i.e. the latter performance. The principal
aspect of DaSavatari dance-drama is to create faith or Bhakti among
people and this aspect is still predominant in the DaSavatari Natakas.

e The Dasavatara performance takes place at night on any
temporary open stage.

e The Sutradhara plays cakva a type of cymbals in front of a
small curtain with his orchestra of musicians playing
Harmonium, Pakhwaja/Mrdanga.

e The troupe worships its deities and masks before beginning.

e The play opens with a song in praise of Ganapati and Saraswati,
both impersonated by actors.

e A priest enters the stage and performs pijja; the dialogues
between him and the Sutradhara are usually comic. Different
troupes follow different conventions. They do not use any
written texts.

e The sutradhara, known as Naik or Haridasa, sings invocatory,
arti or §lokas. After this benedictory scene, Sarada or Saraswati
and Ganapati exit with stylized dancing steps. The purva-rarnga
songs allude to local deities, praise patrons and sometimes
preach morals as well.

e The uttara-ranga deals first with the mythological comic
episode of killing the demon Sankhasura. He steals the Vedas
from Brahma and Visnu after killing the demon recovers them.

Haridasa introduces Saflkhﬁsura, dressed in black with a black

204



mask, in rustic style. Sankhasura of Dasavatara is the villain
and the jester combined in one. The fights between Sankhasura
and Visnu’s Matsya avatara provide great entertainment. This
episode also satirizes contemporary socio-political life.

e The farcical scenes are performed in stylized form
(Natyadharmi).

e The play proper (Akhyana) presents an instructive
dramatization of an avatara story.

¢ Buddha and Kalki incarnations are not shown on the stage.

e Actors impersonating ParaSurama, Kurma and Varaha do appear
on the stage.

e Dramatized episodes from Narasimha, Rama and Krsna
incarnations occupy an important position in the DaSavatara
play.

e The show ends with a song at dawn. Some performances
conclude with references to their incarnations and even to
artistes.

e The DaSavatara always has a happy ending which is a unique

feature of DaSavatara dance-drama.

These plays are normally loud, and the actors usually shout out their
dialogues. No performance is complete without a dramatic battle
scene. Many popular mythological stories from the Puranas,
Mahabharata and Ramayana are performed. The audience is more
appreciative of the stories like the Abhimanyu Vadha, Dronaparva,
Hidimba and Bhima which show the predominance of arabhati and
bharati vrtti. A normal stage or temple performance hardly uses any
sets or props; most of the time only a single wooden bench is kept in

the middle of the stage.
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6.4.2 Costumes and Make-up

In the earlier days, the actors in the play would carry their metal boxes
containing their costumes and make-up and walk to the next village
for a next performance. The DaSavatari artists get their own costumes
and do their own make-up. Every actor has his own metal box in
which all the necessary make-up and costumes are kept. Once
instructions are received from the director about which role a
particular actor has to perform, the actor prepares accordingly for the
presentation. Here it is not possible to describe the details of costumes
and make-up within a limited space. But certain general features are
noteworthy:

Noticeably the DaSavatara make-up is usually loud and clothes that
shine and attractive patterns are preferred. It is decidedly rich,
graceful and more closely related to the ornamentation found in Indian
sculpture. The costumes in DaSavatara depend on the characters
depicted in the drama. The chief male characters, like Krsna and
Visnu with other characters belonging to the sublime type called
Maha-purusa, have a special type of make-up and head-dress which is
prepared specially for that particular character. These characters also
have a specific tilaka, (spiritual mark on forehead). The prati-nayaka
or the villain, Raksasa appear in the weirdest dress and generally
black, green or white colours are used in the costume. All the
characters wear pitamber or dhotar. The dresses are mostly in bright
colours, with a lot of dazzling lace all over. The make-up includes
masks also. The costume of Narada is very much like a Rsi.
Traditionally, males play female roles in DaSavatara. However, more

recently female artistes are seen to have performed in both male and

female roles. The women characters wear nauwdri sadi ‘s daRI @3

with traditional Maharastrian jewellery. DaSavatara ornaments are
made out of light wood, mirror work and coloured stones. Though,
lighter materials like thermocol are used in modern days, ornaments

are still predominantly woodwork. The faces of kings have a rosy pink
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paint, the villain or the Raksasa appears with the green or black
colour, and Krsna and Visnu, blue. DaSavatara artists make use of
easily available material for the facial make-up. They use geru, cuna,
kolsa, kunku, Sendiir, kajal, Alata, pivadi, kava, hingud, and powder
etc. to make a paste of different colours with coconut oil. This mixture
acts like a waterproof base for the make-up. Characters in the
mythological plays like DaSavatara being of common origin, the
descriptions in the Puranas and the epics are the basis for dress and

decoration.

6.4.3 The tradition of music related to Dasavatara

The success of the Dasavatara culture lies in the fact that in handling
the music they have been able to keep the objectives intact although
the applications differ. It has been mentioned earlier that in
DaSavatara, the music element is regarded as a parallel to Harikatha
kirtana. The tala pattern of the songs used in the DasSavatara and
kirtana are almost the same. A web of talas is created by moving from
one tala pattern to another quite spontaneously. Bhajani theka, ardha
tintala and Dhumali, Langar, Arati and Gaulana are the main talas
generally used in three speeds (vilambit, madhya and druta). The
words (Suskaksras) like ‘He jitam ta thai ya tha’ is used as a foda (the
end point). Only three musicians accompany the show, a Harmonium
player, Tabala or Mrdanga player and the Zanja or cymbal player. The
musicians sit on the stage and many times they also participate in the

performance.
The information of different performing troupes is summarised shortly
in the table (6.4.4). The interviews covered not only the questions for

information but also several inquiries about interpretation and

corroboration. The interviews have been audio recorded.

TABLE - 6.4.4. Features of Dasavatara plays (See App. D)
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6.4.5 General Observations

It was obvious that a DaSavatara play is in its element among the
unsophisticated audience for whom it is performed, for rural audience
can simply enjoy the performance. It is primarily a play of speech and
song. The temple theatre is in use only in a few regions. Temporary
theatre halls (made of bamboo and wood or of tent-cloth) near temples
are, however, a common feature all over the Konkan region. Theatres
or places of performance in or near the premises of temples are used
for plays directly related to the deity or religion. Secondly, when the
temple is directly responsible for the maintenance of the theatre; their

patronage is neither extensive nor regulatory.

There are three distinct patterns of performance tradition.

1] Songi Dasavatara- the street performances on Holi/ Simga.

2] DaSavatart Khele/dhaikdla performances- the victory performance
or a show for an amusement on special occasion or Jatra.

3] Dasavatart Nataka - the temple performance on special occasions

and religious festivals.

A performance of DaSavatari Khele or dhaikala performance usually
depicts a story from the Hindu epics and puranas. It consists of a
narrator (sitradhara and ndika) who either narrates the story or sings
pre-composed dialogues, backed by musicians playing on traditional
musical instruments. All the components of DaSavatara, dance,
dialogue and music are improvised. Depending on the ability and
skills of the actors, variation in dance and amount of dialogue may
change in the presentation. It is not uncommon for actors to get into
philosophical debates or arguments without going out of the

framework of the character being enacted.
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DaSavatara is a traditional theatre form combining dance, music,
actor-created dialogues, costumes and make-up and also stage
technique with a distinct style. It is closely connected with other forms
prevailing in other parts of Maharashtra and its neighbouring states of
Andhra Pradesh, Kerala and Tamilnadu. According to noted theatre
artist and scholar Dr. Tulasi Behere, DaSavatara is a unique traditional
form of Maharashtra and cannot be compared with any other drama
forms like Yaksagana or even the Kirtana format. Shri. Rajendra
Hardikar (Dasavatara actor, working since 1972) from Adivare village
opines that the musical part in Dasavatara has influence of Ragadari
sangita. The performance used to have Nandi Slokas like “Ambe tujala
vadati sakalahi, sankata nasini Sri mahakali”. Sri. Suresh Joshi a
Brahmin from Kuveshi village adds that the tradition of performing
DaSavatara in Rameswar temple in Kuveshi is from 80 to 90 years old.
This performance is totally different from a Malvani DaSavatara
pattern. The traditional temple performance of Kuveshi village has
presentation of different avatara of Visnu. It starts with the
presentation of Matsyavatara and the last presentation is of
Ramavatara. Every year on the occasion of Kartiki Paurnima
celebrations the DaSavatara is performed by Lingayats of the village.
This tradition of DaSavatara presentation is also followed in nearby
villages. This defiantly shows that there must have been a practice of
staging DaSavatara in the temples of Maharashtra. And the techniques
of presentation of these dramas were more close to the Bhagavata

Kirtana style. The scripts which these people follow are not published.

The DaSavatara traditional theatre form of Konkan and Goa region is
already nominated for the UNESCO’s representative list of Intangible
Cultural Heritage of India in the Year 2010. UNESCO’s recognition of
Dasavatara theatre form will be helpful in enhancing its cultural

importance.

209



But, the DaSavatari Nataka, defies neat classification into categories
like traditional, classical and folk. It can be included into each of
these, or all of them together, depending upon our line of approach.

And hence it exhibits many types and varieties inside itself.

However, Dasavatari Nataka can be rightly called a traditional form
and a visual living tradition of the DaSavatara in Indian culture. My
research experience in this field makes me firmly believe that this
distinguished age-old traditional theatre form of Maharashtra deserves

recognition for its continued preservation and rejuvenation.

6.5 Elements of the Natya$astric Traditions in DaS§avatara
Natyasastric aesthetics can be used in which Dasavatar dance drama
can be moulded for the future presentation to avoid irrelevant
repetitions which were prosaically passed off as tradition. However, it
is not our purpose here to go into greater detail of the parallelism of
the performance technique of the DaSavatari dance-drama and the
Natyasastric principles. Practically each section of the drama can be
analyzed in terms of the Angika, Vacika, Aharya and Satvika

abhinaya. Consequently it is necessary to restrict our field of analysis.

The Dasavatari dance-drama draws upon the distinct technique of its
own. The structural format and the dramatic propriety of this drama
form are within the compass of Indian dance and dramaturgy,
specifically as detailed in NatyaSastra. The language used in
Dasavatari dance-drama is Konkani, Marathi and Hindi. It is used in
speeches of actors, while Sanskrit is employed in benediction,

prologue etc.

As is recognized, the colour scheme in the DaSavatart Nataka was
thoroughly conventionalised and governed by the patterns of scenic
make-up which evolved in the long progress of the theatre. Artists also

owed the lines and shades of colour which produced the three-
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dimensional effect to patterns in which actor’s bodies were toned. This
is also mentioned in the NatyaSastra by the term vartana, body make-
up. In the NatyaSastra, the term vartand means the direct application
of the colours or paints to the rounded surface of the human limbs.
This borrowing of the techniques and terms from dancing perfectly

agreed with the Visnudharmottara purana.

A notable feature of DaSavatara is to entice and give aesthetic
enjoyment to the people of different strata of society. The details of
the variegated dance numbers and the technique and repertoire of this

dance-drama tradition need to be understood.

Though there is a considerable portion of prose in DaSavatara, like
Yaksgana, it is to be delivered in a drawl and chanting tone, which is a
special feature of the Malvant dialect. The drama is mainly
choreographed for temple performance. That is why generally the
temple premises are used as a stage which is without backdrop,
scenery, setting and permanent a curtain.

According to Bharata, the night time part of the Purvaranga ceremony
included worship of musical instruments and prelude to the piija in honour
of Indra’s flag staff. “After all gods and musical instruments have been
worshiped, a pija in honour of jarjara shall be performed for the

acquisition of grand success for the natya.” (NS.3.11)

NatyaSastra Chapter II and III describe in great the pre-performance
preliminaries. Nataka-Laksana-Ratna-Kosa (of Sagaranandin) alone has
mentioned jarjarastuti and dig-vandanda, which in the Bharata’s
Purvaranga were important performances in the Sutradhara’s parivarta.
According to the Sahityadarpana, the Purvaranga includes the rituals

which the actor performs before the play to remove all hindrances.

According to the NatyaSastra the Purvaranga part performed before the
audience includes some episodes connected to the worship. The elaborate

Purvaranga, which Bharata described and recommended, came to be

211



curtailed in the course of time, may be because the drama developed on
the literary side or perhaps these preliminary items of entertainment
proved to be time- consuming. The curtailment and transformation of the
old Purvaranga are evident in subsequent theory and practice of dramatic

art.

(e.g. The prologues of the extant classical dramas show only nands,

kavinamasamkirtana, prasasti, prarochand etc.)

Some of the present-day traditional theatre forms exhibit distinct
similarities of performance. Purvaranga or the preliminaries of a play is

still an important chapter in any Indian traditional theatre.

A few representative temple performances from different places of
Konkan region have been analyzed to find out the common features in the
frame-work of their piarvaranga part. Some of the actions performed by
these actors can be equated with or even be regarded as identical to the
items of piirvaraiiga vidhi as described in NS. We can say that it is based
on ‘Loka-Pramana’ means without the knowledge of Sastrika pirvaranga.
purvaranga vidhis, together with several other activities in the temple are
spontaneously being performed which shows a continuity of the ‘Suddha

piarvaranga’ mentioned in the Natyasastra.

It is interesting to observe that before the presentation of the Dasavatari
Nataka the idol or the mask of the temple deity is taken out in a procession
led by a band of musicians, singers and dancers in which the palakhi was
adorned with jingling bells and garlands. The umbrella and the flag-staff
are also carried in this procession. Finally, the idol is installed in the sabha

mandapa of the temple. (Video - 4)

So, the elaborate piirvaranga prescribed by Bharata was partly a musical
and dance performance but it also contained formal worship offered to the
deities of the stage and theatre. The pirvaranga, which Bharata

recommended came to be curtailed in the course of time. It was greatly
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shortened by its inclusion as a component part of the traditional Dasavatari
Nataka, but its principal parts, including dancing, singing and instrumental
music were preserved. We can still observe this in the preliminaries of the

Dasavatart Nataka, temple performance.

The history of the stage-costume, make-up and props collectively called
the Aharya abhinaya begins with Bharata’s Natyasastra. Bharata’s aharya
includes costumes, ornaments, crowns and head-gears, make-up, masks,
wigs, props of different types and model work and also the techniques
employed in making them and the pigments and their proportionate mixing
to obtain secondary and tertiary colors. This has been discussed earlier in
the second chapter of the thesis. We might discover certain basic
principles in the NatyaSastra which were to remain valid for all times to
come. There is a sense of universality in his approach, therefore, he does
not describe any specific mode of wearing the costume, nor does he
describe any piece of garment worn in his time. Bharata has not even
mentioned the settings and lighting color media, though he deals with the
Natyamandapa in great detail. According to Bharata three basic principles
seem to determine the style of @harya. They are the rasa, the dharmi and
the pravrrtti. There is a scope to study and find out the similarities or
otherwise the differences of the principles in the NatyaSastra and the

presentation of DaSavatari Nataka.

In technique, DaSavatara follows nrtta, nrtya and natya. Of course,
natya is the soul of this art form, the primary object of which is to
generate the final realisation of rasa in its transcendental state. But
regards the concept of the rasa theory, the Dasavatart drama has some
peculiarities of its own. Bhakti, which is not recognised as a distinct
rasa in any ancient treatise on aesthetics, is regarded here as the main
rasa. No other strong emotion or sentiment is allowed to linger for

long.

213



Nrtta has little bearing in the thematic content of the DaSavatara, but is
indispensable and adds to the aesthetic beauty of the performance. The
dance numbers which come within the parameter of this dance-drama
system may be categorized as-

o Dance of Ganapati and Rddhi and Siddhi

o Peacock dance of Saraswati

o The short dance pieces of other characters like Hanuman.

o Dances depicting battle scenes.

In these Nrtta numbers, right from the footstep up to the movements of
various parts of the body, everything is stylized. The use of patterned
foot-work woven with particular tala pattern, decorative hand
gestures, gaits, utplavanas (Jumps) are some characteristic elements of
this nrtta part. The important characteristic feature of the Hanuman
dance is the use of jumps, lifting both the feet together and dancing in

druta- laya (fast tempo).

Nrtya is the interpretative dance through gesture language. In
DaSavatara drama a series of gestural languages are employed
appropriately. These elements of gesture language are drawn from the

principles of Natyasastra.

Natya, the composite of music, dance and speech is the soul of
Da§avatara dance-drama. The technique of this drama is governed by
three distinct principles, dharmi (mode), vritti (style) and abhinaya
(acting) which are the same principles that govern the technique of
Indian classical drama as delineated in the NatyaSastra. As far as the
mode of presentation is concerned, the naryadharmi or artistic
stylization i1s adhered to in this dance-drama style. Right from the
make-up, acting as well as pronouncing of words to shedding of tears,
everything is stylized. All the four vretis, prescribed by Bharata, such
as, kaisiki (graceful), satvati (grand), arabhati (energetic) and bharati

(verbal) are applied here and one may feel the dominance of arabhati
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and bharati in the Dasavatara dance-drama. Angika, Vacika, Aharya
and Satvika, all the four types of abhinaya of Indian dance and

dramaturgy, are indispensable in this dance-drama.

Application of NatyaSastra elements with more classical and neat
technicality can bring about certain artistic changes and can highlight
its unique aesthetic sensibility to the present-day practice of

Dasavatart Nataka.

Observations

The background of Dasavatart Nataka of Maharashtra has hitherto not
been researched intensively to my knowledge although several articles
are available. These give only an outline or fragmentary information.
This thesis is therefore based on the findings of my field research in

addition to the available written sources.

From the above findings, I am convinced that the traditional style of
Dasavatari dance-drama presentation can undergo some vital
modifications based on the Sastras on theatre art in which it clearly

has its roots to elevate its status to a Classical Theatre Form of

Maharashtra.

It must be remembered that Bharata’s NatyaSastra is a Bharatiya
NatyaS$astra and it is meant for the entire subcontinent and not any one
regional style can claim to be following the Bharata’s NatyaSastra in
totality. It is also true that there is not one single individual theatrical
or dance form whether classical or folk in the whole of our country
which is not influenced by Natyasastra. Therefore, NatyaSastra
aesthetics can be used in which DaSavatart Nataka can be moulded for
the future presentation. According to NatyaSastra, DaSavatari Nataka

belongs to Daksinatya Pravrrtti and has dominance of Arabhat1 Vrtti.

There is a huge stock of traditional literature which can be useful for

DaSavatari dance-drama presentation. The dance—drama form has

215



traditional tala patterns of its own, which are different from
Hindustani classical and Carnatic music systems which can be studied
separately. I would like to submit another interpretation in this paper
that the rapid decline of Dasavatart Nataka was caused by unfortunate
social changes for hereditary performers, under the rule of the
Tanjavur Marathas, who had patronized this tradition since the 17

century, collapsed in 1855C.E.

Training of drama continues in the DaSavatart mandalis of
Sindhudurga district, but there is no specific training of hand gestures,
foot work, gait, dristi bheda, griva bheda, bhava and rasa presentation
which i1s important along with the training of movement of other
angas, upangas and pratyangas. Absence of such training misleads the
learners in many places and the standard of the dance and acting
(drama) is badly affected. Hence training of the caris and gatis as
delineated in our Sastras would be helpful to enhance the quality of

different kinds of performances.

Outside the Dasavatari Mandalis there is no authoritative body which
can supervise and enforce the rules of this art form. The rules are to be
maintained traditionally and all artists must adhere to the rules
whether it is for the religious or social cause. There is a phased
manner of learning dance and abhinaya in the DaSavatari Mandalis

and there are no written rules or codes.

The need of the hour is that performers and all the concerned people
arrive at a consensus regarding various problems faced by the
Dasavatari troupes of Maharashtra. The practitioners and scholars
should come together to experiment in this field. We have seen this
happening in Bhagavatamela of Tamil Nadu and Yaksagana of
Karnataka. It is my ardent desire and ambition to elevate the
Dasavatart Nataka of Maharashtra to the status of receiving official

recognition as a classical Theatre form.
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CONCLUDING REMARKS

DaSavatara has a deep impact on Indian social life. Representation of
DaSavatara could be studied under various aspects of social structure.
This concept has been expressed nation-wide in the rural Indian
societies. It is expressed through folklore, folk-art and dance-dramas.
The stories of DaSavatara have a message for the society of any time
period. One just has to read between the lines and take the true

meaning behind them, irrespective of its historicity or chronology.

These stories pass-on the massage which is an extension of the Indian
philosophy regardless of nationality or religion. The story of
Dasavatara inspires people in the present society to have tolerance. It
trains a person to be enduring and strong enough, not stuck by any
catastrophe and he 1is able to face any situation very easily.
DaSavatara is a cycle, ‘good followed by evil’. These avatara stories
thought the theories of biological and political evolutions, codes of
moral conduct, greatness of righteousness and the ills of evil thinking
and materialism. DaSavatara stories are still popular among Indians
and are used to provoke a human being to bring his upper nature above
his lower nature. In short the DaSavatara reflected in Indian art help us
to learn biological as well as political evolution and also most
importantly the structure of a traditional dramatic form which was

preserved in Maharashtra.

After the detail study of DaSavatara in Dance-Drama culture it is clear
that this drama form has not even yet thrown off its essentially
religious character that such it must have been in its origin. The
essential element in the dramatization of the episodes in the
Dasavatara in Indian art and culture is the keeping in remembrance of

the hero and his exploits.
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In the first chapter, introduction of DaSavatara and its development is
supported by the references found in literature and books related to
Indian theatre art to prove the popularity and importance of the
Dasavatara. Important points like DaSavatara as a religious theme and

popularity of the Dasavatart Nataka of Maharashtra are discussed.

In the second chapter, the depiction of DaSavatara in Puranas,
Literature, Paintings and sculptures also on different Indian artefacts
are briefly discussed. The Art of painting has been a medium of both,
expression and communication from the earliest known period of
history. There are different styles of paintings which have emerged in
due course of time in different geographic locations as a result of
religious and cultural impact. The different avatara motif on coins,
their artistic and imaginative depiction is in itself a fascinating study.
Present work is not aimed at the detailed research. But this effort will
be able to communicate, the importance and the range of different
coins in a concise manner. It is possible that some motifs on coins
have escaped notice. Indian Sculptures show us, the development of
stylization in other art forms including dance and drama. Sources for
the discussion include the description from Visnudharmottara Purana,
temples of different avatara of Visnu, and temples and sculptures in
Maharashtra. The symbolic and stylized quality of the images lies in
proper presentation of the Hastas. Here the hastas for the ten
incarnations of Visnu, are discussed from the Visnudharmottara
Purana, Abhinaya Darpanam and Bharatarnava. Inscriptional
evidences related to DaSavatara are also discussed. Philatelic
collections of Dasavatara and Films and Multimedia projects are also
considered while studying the importance of DaSavatara in Indian
Culture. This is a proof of the popularity of the Dasavatara in the

modern era.
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This part presents some interesting information about the DaSavatara
in relation with the evolutionary developments. In the third chapter,
efforts are taken to study the similarities in the concept of evolution of
life on earth and Dasavatara. Selective references like the Saligrama
and Rudraksa are taken in to consideration. Darwin’s theory of
evolution and Fossils study has helped to understand the relation of
the scientific and religious attitude behind the DaSavatara concept.
Worship of the Saligrama and the Rudraksa is widespread and dates
back to a distant past. We can clearly make out that the tendency of
connecting natural objects to the form of Lord Visnu is quite ancient,
who is considered as a preserver of the Universe and protector of the
earth or Bhumidevi. That is why one can say that the DaSavatara
theme also gives an indirect message that is “Save Earth”/ “save

Nature”.

The forth chapter, takes a review of the collected compositions which
are based on the DasSavatara theme in different Indian languages. In
this chapter an effort has been taken to study the popularity and
intensity of acceptance of the DaSavatara songs and folklores in
Maharashtra. It also presents some interesting information about the
narrative DaSavatara compositions by Marathi Visnava saints. The
tradition of singing Dasavatara compositions by Marathi Vaisnva
composers must have been the source of inspiration for the later
composers and also many folk worshippers. This in the course of time
eventually formed the strong background of the DaSavatara dance-

drama of Maharashtra.

In the fifth chapter, the study is focussed on the Origins of Indian
Drama and culture. Spheres of performances genres, i.e. classical,
traditional and folk theatres are brought out. Indian traditional
theatrical performances are discussed with reference to DaSavatara

mentioned in Sanskrit Dramas, Prakrit Kavyas and other dramatic art
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forms. Importance of DaSavatara in Traditional Theatre and its

continuity in Dance- Drama culture has been discussed in detail.

In some parts of the country the tradition of Dasavatara plays
developed differently. The tradition of DaSavatara plays which
developed in Maharashtra, all the ten avatara were brought on the
stage one after another and episodes connected with the major
incarnations were presented elaborately. The remains of this tradition

still linger in the Konkan region of Maharashtra.

In some parts of India the dance-drama tradition was shaped and
nurtured by the Kirtankaras. It was also a period when the bhakti cult
spread to many parts of India, and the art of dance-drama became a

vehicle for its expression.

At the time of Ramadasa (1608-1681C.E.) there must have been a
tradition of staging DaSavatara plays in Maharashtra but we do not
find elaborate description of the DaSavatara play. Harikatha Kirtana
structure and semi-dramatic narrative performances have greatly
contributed to the development of drama in Maharashtra. Marathi
dance-musical plays were produced during the reign of Maratha rulers
at Tanjavur between (1682-1832 C.E.) In these plays the Sutradhara
calls himself Bhagavat-DaSavatari. It is believed that Shyamji Naik
Kale, a Brahmin Kirtankar first staged DaSavatari play at Adivare

village in 1728C.E. imitating Yaksagana.

Coming to the most important part, the next section elucidates the
background, presentation structure and different styles of DaSavatari
Nataka of Maharashtra. The sixth chapter deals with the different
performance traditions and its development. A brief profile of the
Dasavatart Nataka culture is discussed in this chapter. Emphasis has
been given to the changes that occurred culturally through the ages. It

also throws light on the performance text and presentation structure.
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At the end, the chapter concentrates on the necessity of the text and to
make a preliminary investigation of the similarities and parallelisms
between the NatyaSastra theory and DaSavatara theatre. The chapter
brings out and opens-up the problem and the limitation of DaSavatari

Nataka as a literary piece.

After collecting and collating the vast data-net, a summary of findings
of all the chapters is given. This thesis maintains a perspective of
dance-drama theatre, conceptually and structurally, with focus on the

traditional Dasavatari Nataka of Maharashtra.

From the overall study of Dasavatara in Indian culture and its
continuity in the DaSavatart Nataka of Maharashtra, one may observe
that-

» The DaSavatara has a deep impact on Indian social life.

» Representation of DaSavatara could be studied under various
aspects of social structure.

» This concept has been expressed nation-wide in the rural Indian
societies.

» The DaSavatara in Indian art helps us to understand the
biological evolution of living creatures.

» DaSavatara representation in Indian art showcases the social
and political changes in the country based on religious beliefs.

» The essential element in the dramatization of the episodes in the
Dasavatara in Indian art and culture is the keeping in
remembrance of the hero and his exploits.

» At the end, the chapter concentrates on the necessity of the text

and to make a preliminary investigation of the similarities and
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parallelisms between the NatyaSastra theory and Dasavatara
theatre. The chapter brings out and open-up the problem and the

limitation of Dasavatart Nataka as a literary piece.

The concept of DaSavatara has been very popular in Indian Art
and culture from ancient times. The study of literature shows
the impact of bhakti movement on the Nataka culture of

Maharashta.

All the styles of presenting the DaSavatari Nataka like
DaSavatari Bhagavata connected to the court tradition of
Maratha in Tanjavur, DaSavatart Nataka connected to the
temple tradition and DaSavatari Khele connected to the dhaikala
or Jatra tradition have some elements of Songi-DaSavatara
tradition.

There are three distinct patterns of performance tradition.

1. Songi DaSavatara- The street performances on festive
occasions

2. DaSavatari Khele, dhaikala performance- the victory
performance or simply for amusement

3. DaSavatari Nataka- the temple performance on special

occasions like religious festivals

The credit of preserving the tradition of presenting DaSavatara
which has elements of Harikatha Kirtana goes to the DaSavatart
Nataka of Kuveshi village in Sindhudurga district of
Mabharashtra.

There is a great relevance in studying, knowing and preserving
this art form of Maharashtra. We have to understand the
cultural importance of the DaSavatart Nataka of Maharashtra,
which has the elements of folk, traditional and classical and can

be reflected in the contemporary theatre also.
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» At the end, a preliminary investigation of the similarities and
parallelisms between the NatyaSastra theory and the Dasavatara

theatre has been done.

After looking at the contemporary status of the DaSavatari Nataka of
Kuveshi, it was felt necessary to carry out an in-depth study of the
Nrtya-Nataka performance technique which is based on the Sastras of
Indian theatre art. The pattern of the presentation of this art form can
be modified and strategically altered. These efforts can make it more
vibrant to meet the recreational demand of the present generation and
can elevate the status of the DaSavatari Nataka to a classical theatre

form of Maharashtra.
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Scope for further research

Dasavatara is the most popular concept in Indian culture. The
relationship of DaSavatara sculptures and paintings can be analyzed
from many angles. DaSavatara can be studied with different

perspectives in Indian art and culture.

There is a scope for further research in the study of Natyasastric
elements in the DaSavatart Nataka. This effort can highlight its unique
aesthetic sensibility. A more thorough study of the subtle differences
between different presentation techniques would be necessary for a
minute analysis of all the aspects of DaSavatari Nataka styles. Each
style has developed specific aspects and it is only when all these are
gathered together that a near total picture of what Dasavatart Nataka
may have been can emerge. This too, is not within the scope of the
present study. Therefore, in this work, the aim is restricted to give a
basic structure of different traditions of DaSavatari Nataka from the
point of view of its characteristics, content and nature of stylization,
rather than the comparative and intricate study of the performance

structure.
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APPENDIX-A

List of Dasavatara Compositions (Devanagar1)

Adi Sankaracarya (Sanskrit)

Andala (Tamil)

Annamacarya (Telugu)

Dandayudhapanipillai (Tamil)

Dasavatara (Malyalam-1)

Dasavatara (Malyalam-2)

Dasavatara (Malyalam-3)

Dasavatara Bhujanga Stavana(Malyalam)
Jayadeva Krti (Sanskrit)

Kirma avatara Stotra

Madhvacarya (Sanskrit)

Madhvacarya-DvadaSa Stotra — Navama stutt (Sanskrit)
Matsya avatara Stotra

Muthuswami Diksitar- Ragamalika (Sanskrit)
Narasimha Nakha Stuti

Purandara Dasa (Kannada)

Raja Desingh- Film song (Tamil)

Sabdam (Telugu)

Swami DeSika (Sanskrit)

Swati Tirunal (Sanskrit)

Tyagaraja (Sanskrit)

Unknown author (Sanskrit)

Vadiraja Tirtha (Sanskrit-1)

Vadiraja Tirtha (Sanskrit-2)

Vamana Stotra

Vijayadhvajatirtha-DaSavatara Harigatha (Sanskrit)
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dfdFst AR GIhoAToTiem=T |1y |
> I > HAAGTAY fs
TETSERAY I ToTeitehipelicioren €
AT fasile dergdeure sl

I fAeeds FeseFnosic

dréY geerey Aeaur fafdey g IR
MAATHAIY ST HRUTEATT AT 120 |
AFEHAHIAER HehaqIfagrliee |l
Gl TTcehl HFATIAGAA (123l
AITHINA A, T&T-GATEeTS 123 1
HRIAIfATR ASH ATATH dATE AR IR

ARTIUT ARII0T ST Mfdee |

ARTIOT ARTII0T S ATl gLl
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2. §d HETA EATTAIRX Fdl (AAD)

A
Rega dwafaq 9 faeaATfeeediel Togpd |
$fec iUeehel TgedH Wiedcdetare |

AecRHA dAllcd 303 AGIED Hlgea® shiecl

Frdled Il JASTATI 3T Hidl

e

aifd qed&® fhded 9T ARCHY Ued 3T A |

A 3AfFIe] R IRT AGA FAT 9ol A
sRaReoIureg dFhgHA IRl

RfAeA
e %A, UifdleATereediel APy sl |
% ddfdel deatdaieled W dede |

% adr fated 3apR Afafde dlead |

W3 fAGAI 5 Ivg 39 Fledel Hiall

dTHeT

Ao 3ep Hbed SeaAv] W Tfe|
Ay T TEFGE AH R A |
e 30§ A Teand faeehel AFAR 9|
e 9%e] Teolold el 3ehold |
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YeFaaq Wfdel O Sdeq FAIgOUd |
Aol 9 S%0q dicd H IR

Alehd dodd fegrely TFaTary 4

IH

A¥ 3ad edwddA Hd|

Nfecera? Areres |

Rel e gg% Fvg A Rsq)

3+q fauorer am g

FReNH, e Hecq IRFRY Feleohel FILHA-
I¥ SISl IR |

g TFY arfade |

ToRTA
IFRA Tt IR IR TG |
TFIGHAT sfedIael U fe k)
FIFIATFS ToollH Hlefedpel [delaah|
TR AT 3R |

FRA 3 3%cq 3feh 3ol 3eled |
3P AT 3ehld T oo |
YFIR Feldidd dedTdeldar|

3fFagA AgH G THE 4
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geoT
AR Aee] IIAGY Hecaid |

qF IR THAG A

IR, FeAfedtiel diegA o +
aRE Fodel faerrhA AT AHIREA |
qA A Feg A qHR qRad gl
¥ uTfd Adfedstiel Rfedes|

o ey gpaear g |
e qIIMFA AoFAR a4
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qQIEYS HAHSA Goeliehed AT

YT IFg UG Ay
fedeehcraer fOge ety

A%g UeJol dhod AU geaRfd

4. WegIHAA IUTH (TATTAR ITSe) | Iwmforenn| 3
M7 A<h THITT
UleeIHel RUTH 3]G H drensioe gRQH 3adre

AT AT
¢ AHYES WNCgH AeHE dccdlel &STHAT 3olldla AToerarmiRHATel-

HAHAY Telch haeg AT Hfdel g AHET A JOcd AzaEars

T ™ol

R NSRS IdaH AcdTad aRF Yoed HAT FIGW 39§ feds
o Afeds] Hog AT JH dATledl IEH F3T G FHAITAN
T gfdsheanon

3 eRIUT 3(celh $HIUg TUS UlddH AsFehUg dIidA TR Fed Hfeheher
0T oI

¥ ARG UEdles] ERAAEACTS ARy RITT wae fasord #g wan

AT ST

o FIRNT Aeele] FFGA FIA FIUg Aeel ol Jog HAS qo1A. g
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I FHedTor

& STHGIES dTeenfdl Iaper ANATMT FARTAS 3R ATA AR FA
Afrserg

AR I Ag T T FRIUFE IFcg deg WYIATTARA

AT 3R

b GIRY HAeeeATdl dieshd gded @AY @i Yfeerasd Uideg
PN Neeq A fAefvopay 8 FReSifa dog TR

T RealasHd

¢ TG AR e T g FRGEH AR Tty A
oI TFEIEYA s IGH a9 FRRTIH JIer FoHEARA

T HigeT

R ¢afeh ageay HegaHe eNed HTaell degads] IJMGIY dlel dadah
I e FeaaUsay JURNMAY Shaddy 3% deg FEUTadRe

T gIfe

to Aifer Jiiafag faferd faseg el glfcag gfAdgger gRawg
FRY Ae A Foroe AfeAe] T AYIOE HITS FHlorIee
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5. EATTAX Fdl — ¢ (AATS)

Ir 2R FT T |
Ir 2a¥ dc T&Te |
7 ey |

1 297 9 ITT g 19

T T AL |
Iqr LT &g T&TeT |
g ey |

T 2 &9 T & R|
IqT L Sl dUAET |
fagar s wgega |
g ey |

T 2T &9 T & 3]
AT TR g, AT |
ERel O T&TeT |

7 ey |

T 2T &9 T & I¥]
IqT &R 9 AW |
&3l Jo dote |

7 ey |

qr R F Y g9l

T LT T goled |
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T LN &g 8T |
azad ey |

AT 2T &9 Y &Y €|
T ZaX TET gl |
AT TR §Y T |
7 ey |

T 2T &9 T & v
T TR H GET G |
qY et |

7 ey |

T 2T &9 T & <]
qT &aX MY Hodeld |
(8Tl HEH golal |
7 ey |

T 2 &9 T &R
AT T SfFF g |
g7 e TTH Heco |
7 ey |

AT 297 &9 YT gY %0

1 &R g4 A=y |
Fe Y A |
7 ey |
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T 2T &9 T g 122
I 2T YT WY |

IqT L Fold #7LA |
g ey |

T 2T &9 T & IR
qLY 3T g |
wfereen! faERe |
cHAW TUIHA_ |

dee] ARTAGIY (23]
6. GATTAIY Fel —  (AITA)

3Flg AR deerel dfeeg |
HFGST AHA & Urogaaiel 19

HFEIT AeelH, Ul Tleigoet |

YAThootel & Ulogoaiel IR

ST o A ¥ Ao 13

TogH A FARIRGH]
FIg Y dolel & Ueg ool ¥

3YAATRNT THAT AT |

HiFedlg Ticg A & Uegoialsl
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Hiplg MYRAAY Hlel UG |
HIT A & Uog ool |6l

AYFH A dogH G

QYU GeUUH FAUegaaie (0]

W Faged & TaHe |
TG FARNGH & Aegaelic|

NeFhdigFpas] Aferel ARagpedl
TEfFAYTAGH & dogaaiellR]

HARY Sofef, AT 99T HAed[Tod]

TR et & Aroge 19|

3afos & Fogolhedlg % |
¢afehr decst & Uegaaiel 1221

e Uleade] daildest g |
FlFacq Solel YU & Ulegaaiel 12|

3T FeAH, ToH GRYUFITL DeFpael,

QR WlIel & Ulegraiel 193]

T [eagY ARfAGH|
Fe-d ARG & Yogaaiel 128
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7. GATTAR Fedl — 3 (AATA)

HFGSTIY AleT A |
FEER IR |
FeAAUE Il UG Goohold |

AFH FATTH M 2]

Hog dfeetel Fog T agd|
Adae] 3T AARY Uoolcal |

Usg WRA st fAleeagesl
dAH, IFEIG HefeTH INTdeg IR

$TIG T I3YT HeadH |

g aRfer e wegwae |
FIIH F Fleg AfaGH |

fata sty & #AWEA afawe 13

Aoty Hert AAAT |
qaffags ferwaes Fle|
Y THY dog Hleg JoellT |
MYH AFG Feletd INfdwaly|

3T T HAqa |
i g AR |
3 el Afaveidcqd |
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SYIH HIGT Fealadd INdeg (Y]

A Fgled oeilg |
MeARY dee] ANl NAY |
IFARAIG e aHed AR |
Afdg e aMfawe |€]

AT Fleg 3%ufy 3es] JaETH |

JAflcaT &3 T gFgey |

gleaid WYHAFY |
Shicee] SH]HIhTH MNideg 0]

AT R fATE Sfh A |
ARy afea & @ |

Frfet A ARTA A FiFee
el AT 3fIcaTH aMfdeg I¢|

I §fRUAgH R g
I AFH FeaAe PR
9TId TRaEE AgH]|

9% TH dededd Mideg 1R

Ncafeead Y R AR |
gd HITHY e HiCTYH |

Ucdeatralg Hicagieahg |
foree AUH Feaade Mideg 20|
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3 3Nfhel YA AeAA 3 A
e IR JraURFHAYH |

IMeIgH Al FerR FHgH|
dehH PleayH Helold INNTdeql92|

NfaTAT qYaRgA |

dAeare dAeaal G Hioge] |
¢aH ¥d FEgH Fleg HI|

& IAA HaedH Mideg 193]

YA Tl AT qad |
fe Reafe afs Fees 36|
T Foy ATFUA Fepad |
dog o 3edided Mfdea 193]

G Yetee, Midee AT |
ARieeee, T T |
faea 7% faea FAEgY Iy

8. Il GATAR HIAM FAGT Il (HeATD))

Toddld Fodld dedlioad |
TPLe, ssh ThY TFYFgoleT |
AT AT AATW Te g |

T 9I1E 39T So9TE, aged ||

238



TR fASTRIReeroR-

¢ PIUR YU gy |

3 IF YU o7 TG |

¥ cd 7Y Ay AT T R

3ed TUTIAEY MY |

oy I8 arhyed) A |
IAY TIH F OIH geEy|
w8] T avgae’r IR 13]

I FAFHAT o7 &7 |
ATGHA TGN 7@ |

el SFY JUFT AT e |
TEEH el 9 RFa-aaTg (¥l

T HoZg PFelifha aferar |
gferd GFa T8 Fellh Foidl |
YJLTH, ULET UJH Ho el
fargH #e aFa T F@ FIY 19

3y SIS T THY |
gAY O T YAy 99 |
ERTHIR AT IIASTHTR! |
fagRA fohaes &8 aq 31 HIE|
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U GIT THST YT |

cH 99 HeUT FIg FY |
UFAT IHAH FEY FHEY |
¥ A Sl AR &Y ol
I M UTH AT MU |
cRf@TeT Mades |

g afh & gaeg Il |

Uc ga¥y dfsh @ 3 9y dfh I¢|

R T4 WHACATFIIRG |

footan o 3y 99 giRd |
T 3G & Far AT ghafd
Y Uy Aieeey afd 1.

gUo FAR gl SN |
HILIEGIN T TR |
AINT HRT 3§ e |

Y fAAA car uTH T F Hfew (20|

HTIH AT IUA |

Y THAL HERIAH gded|
RITETIH T IR |
AT HFYHA, RIA AT 9%
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9. AFTHAl FTILT GAAAR Foll (ATHA)

FSTqar

TSIl aaaid deA |
AfgdafeTaR=aae |
HAT ITAAIRR ST FTITErer g2 el

fAfoRfafagarar da fassfd gso|
ERTOTRUTIRUTISHITRSS ||

HT Y ITFTOIERT ST ST g IR
afd cHARIER eRofl dqa o |
AR FHefrgeherd faa=T ||

HUT YJAGIET T ST & 131l

dd FhHACEY TGHG Y ISH]
gfeaferuas Ry g 75

HUT Y AAERET T SERT & 1%l
ST AT il dar|
ReoreoitEigerpicoll

HAT Y AIHART ST STIETLT &Y 19l
STTITRRTAY SRICHITAITIH |
IR a8 ATATHIATA |

HAT AN GUTATT ST SIS gl
RaeRfy fag 7o R |
AEAlTEld Ao |
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HAT Y RTANR ST ST &2 Mol
aefd agfy faere que Srereme |
gosfasfafafeaaeame |

HUT Y AGAURET T SR 8L i<l
fAwefa FafadRge Afasmas |
SR AR CEHISE

HAT YAFEINR I SAIErT & IR
FATBTAdg e el Hdreld |
YHGGTAT FHATT e |l

HAT ¢ ThTehR T STERT &Y lIgol|
ArsracahaReR Eaaqera |

YU FUS YHE HIaRA]

HT ¢ AGATIUFT T SIETeT &Y 1122 ]
JeTFEXd SHTfeoaed gIMeeiasd
&c eRIA afel Terdd & Had |
Glelecd S ol ol HRUIATd A

FATOHTOT SAMFHTAPd FSOMT &I AA: (12

10. FHAEAFTH

AR FH: || &ar Fg: |
JHATH d &g UYERTAE YdeAdmaIaATIITH |
JeHehdl Tdals>orare HaRg @afgefcardafa |

UTTICRHAHT U STaEaTIIAUNugdr o A |
JcHedHd HIGEAAISToTal TaeHAd TR ||
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AR Ied FETRRISGE: guotmyar [fdw |
TEITIANEHNGARIAT: 96 96 g Tde= ||
TTHEAT AT T HIFcdT THSIA geIsaury |
el R URT T decdssoaRiedsd ||

e Serafeufadaard Faeares dEqgs o |
gotH §d eRUT TEA T TeecadT TqaE |

TcATOsHT SEe AARTHYEG TIRTONH |
gar ggl gadisf gat #9d dcd feacdeeatd |

Ul o 43 SAFYUTAT: Y HFcIT TaRERrr I |
REIER Iidesd S IS UaRIoIH ||
JUTIR ATATATTAIEE el Tolcar Ipfa afersa@ |
carAd ORT: gy faRfd AW s e g d9 d ||
ded a8 NhfAG&TATSET cadle] HSCIEATIIHTH: T |
s fagean: TafdgRdd 7 agaATdcafagad o |

gracafel AT gIH Hlol JAT 9T AledAGIH IT |
AR T 37 7 e sfel gedlseaTdHec=Ter: |l

o of: GUUMATH Weadledl Heed 3ed: Y& gIoT: |
o SaAFAT AUThRAAIA! IS HITHTGSST: |l

dar a3 gcyqar I JHfAATHA FaH 6 |
o of: Tags]: URafe wFear afeard FegagonA, |

sfa AAgEadidsTd ATd FATSTH |
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11. st FearaTd gAEAR Fodl (FTFA)

Y TSSEATH

AR AEfaERe, dafdwT ag7uaeed |
RATARAh AU AlhdURe Saaiod ||
YA GleTaeral fATTURS Jetais |
¢a JfE v GaHdeds dadesul ||
dTA ITHT HAUTEAY Scdaledsh HRUMET |

UH H7[gag Grddred afagledes AFa0T] |
qEd qEd TETHET AR(Adeod Slelihenled |

cdfehelocel e AR graras>del Mpoerdeg ||

Frahdle rel®T Aegddllge dleaaus |

gragdids dechged deaadaiad Jearard ||
SeaIaRIeeade HeeltRe] Mfdee el

Teg?ldlelel Foagard dAfeadeddisdagqor ||
dafehetecet gret®y FFAfOIaeas qusaesty |

ccafaAgs Acagare Sagaus ge&aey ||
gScellecieh hichtady GHfaaeiar Fergamel
ARTIOTHARROTS qofaurta fAeagate ||
HAee ST §RAMAT I YT AagaEr ||
CATEREAAY TSEd HFUTH
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12. HY ATATANTH
sfaAdaafRaAfafadeT Raeegsfae goemie |
YHTH HURT WHFI G STIEGHHROT IFETHARACT |2 |l
AT TG dagdicaRAFAIdeds $d HA IR |
YHTH HURMR WHAG T STIGHBROT IFETHARACT IR
IINOTAIURIUTAARRR ¢ fAIT[UIR 61d HH WA |
YHTH FURT WHFI G STIEGHHROT IFETHARACT |13 ]
IRfATgEAfRfaaegee & f[&99d guUaR #a #7 WO |
YHTH HURT WHFCI G STIEGHHROT IFETHARACT |18l
Tafdel AT deYvT ARTIGEHIHA § $7d HH WUH |
YHTH FURMN WHAGCA STITChehRUT IATARAT 13l
iAo gaaiadi@dreettk W £ ¢ #d #F WO _ |
YHTH FURMN WHAGCA STITChehRUT IATARAT i€ |
ARSI GHFRAANYT § 7 FHA WO |
YHTH FURMN WHAC A STITCehehRUT IHATARAT ol
Jfdeafeiaga gad afcs ST gisHel Hd AA NOH |
YHTH FURMN WHAGCA STITChehRUT IATARAT (¢ I
sfegaiefagafasafaane seeasid #a 77 RO |
YHTH FURMN WHAGCA STITChehRUT IATARAT R ||
Hafaagey afaaf@Afafa@uss @HET 9 5T #7#F WO |
YHTH HURY RWHAFCI T SEGHBHROT IAIARHACT [|2o|

TRARIEREEA WHT YR Al Hd HH ROH |
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YHTH FURA WHAAG T STTehehRUT IHTHARHATT (122

gefadds]al aig HAgITe G Y Hd AH AWOTH |

YHTH FUR WHAAGH T STTehehRUT IHTHARHATT (2Rl

fefagalaaigs f[AAcaes qw@uges ¢ #a AA IROH |

YHTH FURA WHAAG T STTehehRUT IHTHARHATT (123 ]

HicIHelg dde FHIT HglcHd UG Foehll H HA RO |

YHTH FURMI WHAG T STITChehRUT IFATARHATT (124 |l
HQGTSA T RYGWHROT RYESIeTH 39 HH RO |
YHTH AR RAFCICT SICHPROT IAARATT 129
sfd da FidAdeRAd T GIRUATGENIHA: ¥arae |
YHTH HURMT AT STEHHROT TAIARATT 126 |
sfa AMFcredIdTacdemay JaxRd
CATGREATY AaGHEdT HFOTH

13. ACETEATH,

AR FAH: ||
o 4 HIAHIETE RARIIUNSEAY: |
IFTTT AT T FT STelirars 1I¢ |l

TAET GIIATS AT T I |

HFATSAT o1: Toollell HTAT TATHITATAT 1| R ||
qd MeTadRIES 8Tl ${fdgaa: |

g fATorIer ®9 I s dr gaAll 3 |

o JsTAwaral JEIaaIv H 9 HAcHag e codTeae: |
JANNT G YIcHAT T Jegqiedd & a1 1l ¥ |

sfa Aergreaaad Acraeds aquiA |
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14. A ¥arAr Rrart emaar Fdt (dEFa)

AT AU AEITEART|

deTad gsegdl delfe I&ToT: || ATEar ||
NI AATFIE EEFT FATAR|
caXranie qfoid feeamave IiATemETll
AMEROT TRATE AT FhoT|

fd dayeror gargT gfd AUl (ATl
RIVEAT FHET gele i |
feRuagToTET gREAE afeeda lIATEET|
ATHAGY & Sl daI&®IoT: 5|
sfermenfe; gfaar gaife=y |@Tea
TRIIAEY grElg HIamafd ROTRIAET |

TGl MET AR NYTET (AT

THIegEaafe #fed A SRy

FHANICHTA GRIAGsT H>SlellcHTs [|ATLET |

ToRIH AT FHerd e Ae|
AIBMATee, HFealic, Felellel (AT
AFsur TR e At |

fRIeaTer FafeeR arusarte faraa (AT
HIYI TASHCY IHHZed G2l

HeIAT FAZIRT G dIfG HogAfIel IIFTEET|l
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15. 1 s sFRgTEEgfa:
UlecatAle YIgd dR Felde] AT HIGHTT |
g areariefauresTsiieug gede aarfiar: |
AAHTERARIIITGAGRT STRARTSIAGT |
YeraEd edid AT Fideld HAaT sfaar sgRemr: 1| ¢ |
e s R AR & wE |
TRAFGcAATE] IR IR T ASTCH: |
Ferlicat geTaagpied: Fialcadse TP |
GeAATATIEG f5eT HTAAT SRR |l 2 |
sfa AMFCHeNY seacerRR AR
A 7 ReEEgfa: F0A

I ARARATHEANTOT AN HpSOMIuraE] ||

16. #Y GIGIETH GATEAR Fdl (Fe13)
Wl Toel HY AT IW Tofaad |

FRT AT AT ey 3zyaAcdeds |

ST Ale] a8 del HAS Foord |

e ¥ R By O Ireerd |

AR fIRT Mgy o vwed |

FUT 3TY IefaAfeagdy Iq |
Feolq] Y A AGIY T FES |
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Yool FATeS Fael MEgY IJa 3 |
AR & g T Ao URGNT |
AT &0 Aoy uRAY I9 =gad|
e Afr Serg gy U ST |
T HIST Yeedl FlAAegd =79 |
e 7y Ffar AT RRaafaar |
fFafd sea A7 sedlg I9 =73 |
FIGI FG HIAA fgog ToY Tood |
G T MY FoleT S Fogewd |
giadl 8¢ gfoaves Jfeafhead |
gd AT XY 3] =91 AT |
LY Aol 39 AfAfFeda |
LY T TH §Oge gRAfheed |
32uH AT 3 WA L TR |
TRYe o] TREEE UGN |

gR & RAT Feder gl ofAfe |

gt facdar gafeysd &ar safa |

17. A
HAGCT & Aol HoATAdR
HE S A AZHH A

JUUY & A YA &eh
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W & FAZIS ATHUIT &
d&Tereh HgINb ag dlHefeleh
gaTeRh IS AT &

heTereh HSITSS I IH
P farereh 596 0TI &
35q9Tfdd A 3cdH Sig &

TUT & IS U] d hioeh &

IRUR #AZIS TRATAeG, &

qietR fdgel & TIHSIS

18. Trai SfAr A

yog@ar

urdee 3 T

grhse] 3ol Fel gauide Aot
I R AAA A del &a
ETAREI I

IcTehellel 3% AHIH & Fleg

Feliosy Jfadcd ALV AGIH Teoi -

Hefaare A fawAT
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1A

delaeH A% 3Mfoe 3HGH HsT

R15T 35 HIUS FHGARHA TeelH
PITHL 3T Galog, 3sfasa

foromm

s feteanere] T Uy i

AT Teg hSTaE AU T 3
SIeT&Th Fehol STAETH TaAd

Hifeere qfFra arg afSareas

Hg=TH

RO eNoct g 383 3rae e

3iee qONie] ¥+ U3 SATFITATS, Aes; dlod AZIGH
AR dedeg Jao 359gA &8 foe

Hog Afeay AoligsgA s R
SThH PV FIGH XTI

3TARA USH Tsh YR IR 3TPRA
ICCIIN

Hafs AUl &g doq HAUUIGrg [dUUTaeq
AT Sfer RRABee qTHet
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dws 3 RARcdadere] qRage aRam
3HeE YA 3Tl

HITST

gadtes RNy waonfe 3wt

RRY A A 3R

HfA afael garsegs 3eaN FHerdies
gorA dfestel TS fer Sorme

FIT

3rafor AR 3refARe 3T Ricas @EeRadla
JUITe AN slegollel Iidadd MAIR WHATAG drel

HARA NF ARd I Jfsed efer

MO 3TTEHAT TRUTT
LECIDREEDEICITY

USIUTdHH AIGSe ST d5adhd fHAIGHA G

fRISIRE  gamadR+ = qrhsel

19. FRYS reeA

AT Y RS S 1
facgafafe denq sgagshafadr AcegaarT
uqgAe fAfA gegfa Faeraef® geq Safe afeeder
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FAf afaf I AT FeiRe FeaarT
e a3 33fe Imifasrerey segy Sfeas
feteane] sRAfAfAaT X gaja ag &9

SR GTg FAF Perergq TEFIT Tararga
Jefoy amaftFag Mt R

AIATHI eI TeeAtaoT HereeaT

HII GG EAIM] AT 9

aRfa aRfa XA ageagmygga geafefaar

R AW REhAA &I RFATar srevarmn

CHCG YT GIAGAEHAE AT

I [GEeHT 3aedg dadr dearafadar IgaAr
Aed FEAIY FUFT G <qg A F 7

Ale, AR ol JragAfes R 7 3 serma
Frrg g e e farafasmrs 8 Fdr W
qIhlecel TAHe] Fodl TRIMAY NG

F eG AT AT FaeH ANfag

AdhA AFh gIcHRG 3 e FeFadaR

GEA A Al MG rger sag

AT ARYIAAIA A e &

AT & Wb W
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20. AgTd STAFT gATTATT Fall (AFF)
i

AAQ TATTT AH:

I AAZTATENTA

shrara dgdecarard: FRTFHFFTN |
degTearardgal & wieaucar @er g
gAY o YHATAA] e TAGITA sfFH
TS grAfe ofstr R @Regfarar srga: |
ALY qAFAUSAF IO, T Fsreht
Tg#ie uffol gt demsfas@es g
st g Srer AETOT g geq aotdfaTo):

eaEdeaieaRidee g ceadisTaare |
frsIegE aRge Rgeror e vege Jrawser
SIRIg Halge Iaal Al dg: urg of: IR
yreaTgEas AR FogaeRfom

g ey %3 agr feaw aae: |
fcriger fAddr et &a: @ea Bar Bl
MIREfAer Serfed Hear a7 afadr Fa
SEHAIUS: ST Iy JEEen WYY |
TSR FIfe e e foisawmey e Refa:

SEA TAFIAHICH HIaAr HETAT faRFmT I8l
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FcATESe YUl FEIoT ATH: &7 Irforst:

eI MOV SEecaHus AGAT dHUS HUSRA: |
TG ety SIoNT I feehle, dUraT

T FIId HEAT AT [ F TLOT TAHE T AN I
ST fag dera gefa I AR 4rdr #e:

g8 AGE Yoloolag AEATAHA fAHA: |
IEAd FHRST easT 98 Jedled griedia:
e gIReysey feur Fay aregad Al
HIUE THGR G5 Ha ARSI, FATT

JETAHE TeddaT T AT AT Fea: fafae |

Geedl HANOT STAI0T Fadel drATEheel f8eY a8+
HTEAVIAUTRI HIATATsIeH e HiA: ol
URIER 93T f3eNYoT el IRI0T SHiclleldl-

SarelT ool @R gk g =R 9 & |

FATGEYT AFcTTeed Selcll TX&TOIH Tl

tAf Aargaees fRfd gedr & a=did a1 ¢l
eFehcehNd TEUT FH d: YIEd ToFaIed:
dTeTShed qUIfaen Agdasdedeq Haror o |
SN LR CIR B DEE IR GLCIE

TR ARSHAEICd ST FSURKT dT: FHeld: IR

AT FHUE Hag ARTARART

HAfRYTA—IH T FaaT MurTamarTd |
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el AP ST BT THR TheT dTeHT-
SN fAerss Isha YU 93T T3 Id gel|
AT SRIRAT Haferlg HT &GATT o: Foeddl
ol TASUTIRG: it HAT HI[ST FHoihy: |
T &fd Fueeh faifdder urT Setdefa

T HIAGI TRIEITT Ileafeer areR: (122l
gTol Hi [98R Fooq Agl N Il &

& IAT AW TH HEOT FHeed Tl ghore] |

ST Toold Fod dTgeT ST Hiedhicdd Tcde

STeed: JEuT: gﬂf«:—%—f Sja?-f IIUIITEI' qugdTqoTr: RR

facicrafa dgdheeataral Sd SIeHSS

CAAET 2MIdR v &9 [aaa = |

gy dEY TEAH §g JW HiFT: R AGQ

fe: 1T aat feerg aerg warfa: s Sywera g3l
I sfd SMeadreds FATTH ||

HIAdIfheh A ETT SHedrorurenicst |

AT ATHEAY AgTecda[d H: ||
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21. AERTSAT T fATOITS gamaa Fal (FFF)

FHAAEIEd HTANIRT gfia-gae FRRR ATFAIGR [FACTETed |
YIAGHER GeagaerdiagurAitaligusTd IsAeaeasd |l
HRIEIUATET SRUGFSHGIUR IFHATIIed || SR agLTeR-

YEeE 3Haedled T JEITedGadoole acdfelele [hHeeTEdgd |
HIIIHTET WOSAlgd FAgl-afel el FIOTTS l|FHTTEI S |
RITURGSR Iadam! s-aiAaeT RYse defaid |[sHaeseged |

HAJPelideleh T>dAI GRIFUSHAA TAN HSIRYUR ||hHeTETed I
IREATHC TRE RAAIIERTTFIE Jeled I IHHAAAEIR

TGl IaH §ralaeRidcpeGardahalel STe@aTe [IHATEIed |I-

STl AT Hicehtd HoToFoToIard AT Tgeholelldl IS |l

22. Uf3d TAAUST gATTAX Fel (WEFH)

Aretotelidel AR clefagor ARHA| e faaAeT S| A R AA|
Hege AR | HHFEOT A AH Felve ARH| FATTAR AH|
APIGIT ARTH| ANeeATidd ANH| Aersonoia ARTH| A §7 A
WA AR gIafafagd AR | FAEey AR#A| TER &9 AR
FIfATReG ARH| IR g ARH| HS ol ARH| IHATT ARH|

safafauiec Al [efeaae fA| gFa Qo M| Igasd
ATH|

FUAAT SfeTeh ARTH| FRAGAR ANH| SAHT Aol ARHA| G2RYeAeCed
ATH|
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FHfrAae gIoT SARH| STeiTarad AU | Tofad aaeT SNH| gTeE T
AR

Aga=oT AA| 9fdg IR AREA| 9 I ARHA| JEraar AR+

SR ATH ARTA| IR g1 AHA| EFHTEERT SRRYARY AR -
ARTA|

HETEd O AR A ANH| AR G AR | ARG AR

23. || EATAR FAFHA |
ATHEFRUTG AT Afg TRITAT $adToT |

T gX FSUTEY A AT IeITH Fel o 8l |
JEER AR A WA gefa o |

HATHR IR AT g el o IR A ||
HUTAT el UROT §ell SargT TRATeTT &7 |
FATRR T AT g el o TRUTer #AT | |
HANH gL JUIG HI hratgd HEAR |

ShIGTEh I QRN wTAT X $7eFcl o TRUTer A | |
gAY o] TROT gil TogTETYR ITeleT 31 |
ARIAFETY T A Y 3Tl o TRATerT AT |
el #E 57T Tadd A UTal &ad Hd olleh P |
Ug ag dY Heilel oTAT g Herd o TRYTer A |
farfer afey arer wsra #ict faifey afer Tatm & 4 |
37 IS ITH Y AT & Tl o TIRATT AT |

HIAT TeeTsT STRRY GRY e olleh I |
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TE0T AT TH FA g HFd o TR A ||
FUTTAG HUT ST HHR FHAA B |

Il FAC FSUTAAT X HeFd o TRITIT AT |
YT Al AT g0 YT et AreTor & |
U AT TG AT g 7l o IRATIF AT | |
gse A RIse gY il gUNcaA AT ¥ |

hiodhe] T Aol THT &Y S o IRUTT A |

24. shrAaq aifes S gamaarrEgfa (FEFa)

WSS faarg giasda srga fafRrsergamik S|
FPISEIed fAdseAg WA Bdccadad T |
TSTHYFH ASSIIATHTAGATSE! Fand HAL |
TASSICH YFIY T FTSoEgdled RISl TeqeT =il ¢ |
USSR SRRSO GV et o e
srosifa foF aifd elvsiey gave sust g8 aRd|
YUSRIFUGHG, YUSTH ey IUsT fA@USE all
RIUST HAWRIGT JUSThd TAA WUST Hel Tiger Al Rl
FATpT cdag dHCH §Seyd HHATH Hel TR
ATaoId GUHAT Helehiold AAT FUTTAROI]

gHT AGHT AT GIagHAT fARGT Jer

UATF Flfed a8 IAT HaHTA AT g [pfa:i 3
Trd R sFTIRA TIRRAT TaTATIIGen|
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HIedeRIaY HedeeRTAR dedeRiTe e
CARGIR[FEradATR I dededATey JefaT|

rardehlcAgedaadd dedaifa sterettll ¥l
reiRaTftaeefved e fasmen sz
deTCadsSifaderey fd afeedteomerehig deg |
YEATTIATHAE TP FEIGTETH P THAT |

QTR E TG ETOTA ST g FET&ToTE Refe]: [l 3l
ey e Jramygereror aRemeraAiafRad|
ereTrofl eTATY WTaTIeATITT grardieoriaert|
eTaTellsTRIeTaTR AIfETT FeTalTelfaTderT]
AMETRATcHTs] HETRAIRTATCTETETATTa] o1: Il &I
AeTEgarsR[s Menfeger WemaydrufRyH
AenfegeFa ATEeT Fereagy Jeredieas dl
HIApd ST HIATIAGIT sielesigse GRofT|
NEIGIRR HATRIANTEGR STelAdiead o1 : | bl
cafadetE FafedaRy Felleg wife o=
TITI FTAGATS T Gecdar IR =Te & |
HANTESTT EOTHISTH IS F et A WINTY

Foen Fleawx Fefar yog@ @A afF 9 74 <l
fagemer fase gesanfe Hor Tgesen afoed S|
HISI CaREY qf A g Fufagd
YR UICAE JSIMAHowd Tel HISIMUSTTed dice|
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g3t AZITel TSI TRIT T hIgane arHsT a1 &l
EATATE A dATY UIfg TSTHTAT FRIEGET|

S Irafas Ay aeaRia AHeET S|
Aerger faer ey wifeer qAECH A>Tt
ReTes FAIE ATATT TI HlAFgeusasydl foll
P YA TUpca@er gaTasizay #HgTl
A dacAdemest dafaaafast|

ARG Aaraaefadaraicd gare a|
FrRyARTRE Alaa f=if@ar a2 g2 e
ARTHAEHUTLHRIH A INHATATHET |
ERIFEI T TARHBI g ATHARIE|
EINHTIRY IRIAGR ARG cTohe |

AR EASTARTAIRIAG BRIAARHAsEhelg | ¢l
HIRAAITERATRL STARTTATHT HIAI T |

Theg TSTH@ Frnaomag g2fiener dssfaa |l 23|
THAOT FERRARIRIGS HHAACIHH
MARASRATIERIgT FHRRe 7|

ITH HeT aRIfTdAT agast TH Iaisas|
HARETIEoAATMATAT ae &7or fastfasi ¢yl

FledRAGEA FledReEdGel HledloTehlodehNH |
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FrARAFG AT PleclleadaTae] HlcRHAIETE |
Fledliclellegel HledlANTATI HledrddHIET|
FledIFAATTT HledRgANHE FledRATTdg ATH 29|l
aled Gl Folid ERTHATIGHT J2US o]

Il HARTT HATed HATY TG FOT ST

T FAR Eefolid ERTERTORMd & AqHa’#All ¢Ell
AUTHTI ST HITEd ATl HATGATATIRITH]

T UTE dFH HUTd aitel #He] $HaR el 2|

Ui 9f&T Ggoiurg AT &d Uldel IG HAT:|

odl 99 F9 9fd J 9 AT JEiT 991 FES TR 20|
ARG e eTgRgeTE Yelgage I |

S ICILEGRIEEICIE R CE IR ICREIRC R R R
STATIAEIUYT ATATAATHATA BlellcTTed ool |

Megarerfesit AreTpaTfaay Fameadd e ¢<l
qoiREEHFuOhfFuTSH S aroft Ifaufaeer:|
affoTeTdfcaesr aioll FaETfea=doigRerome: |
N Fo AR qrof Rergomof
Jofig arsfRe arofergaRamiiegar A= el

§ SHFRYAATCSHFRACHT T Tehraerd afcrar|

ASHIRNTeATANSHT TET4GT AUTHTTIET e W: |

ASHITUNHTTISHIORITA A ASHRIAT AT
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dSHTIGUSAT TSHRIAHY NISHIedd H FRAN el
NATAAT I SIS RIS ST ]

HHTR YT HATE IRIE AAfedre AfgH|
FIATCATIIT HATTATCHES HHATS TEUTRY |

AT gRIsATRI: vd |rare defaw: |l 8
ISR ST SINTcH aed |

ATSTOTe] T AT A e RN e e &= oT: |
SRR S REUST AR gEe|

aRISeAH faeuTaglsaq Jarmsiosndestardl R

g aaieay] Jaraed fadd JaRhdHeRuTH

seTeRst e e Far GIoweareg JoTH
FeeIAR IIH H-CIdGIdR . ATealaThRaGTH |
Peallderdde Healdayeidearatarasal 3l
T CHAH ATTRITERH FToeTel I (T |
MILIERIERERINIE IR RIECIRIERIRCIEN Y

HTSIE AT TG TN AYH gl |
AR Ausfafaumd dokasda Mg ori
TERHATAE FHRSEHAS TARRAGTAFA

AT AH AR TccaehaTHEATE. S 8T |
EEICATIHRIARTE WAGHIG doed w7l 9l
ol AAfAgISITATHIG Illd hcleTaerH]

263



arsfsrafeds] #RTST YUTfeddst Talla AGAH|
ATSIRIEATE AT aTolel &cd ofe] aToir feeniar:|
STeliehaeetd Ieild HEIGH Angaraaian: |l &l
FlEEaTY FAIGHUSIAT HlEIICAET |
STl ATRTUMRIOIT shlelled S S|
HolleldTIgd HlToRIGeda? aATellhc] S faide |
YolehaT A G elTelIcTolg ¥ UTeelehUTTSshgad || |l
UM MUY FEOM FA-TYT SO FCeiatare
PSUMSHUTTR T FH]UTTHETEGY FEUNTETUATRS #1:|
geong A fsone arfdae ooy HUSS &
forson e &X fason g oatsT § 50N Haeheur | (||
HTATRRIATOTERTHTHA AT RTHT SR ER [
AT T AR GRrA ATEIargieehdel |
HIATTHIAYT VAT FTATRTN AT T
AT GaATARIR T AT wRoT| K|
TEASHEIHT SIEIHAY IUTST FATATIUTRIIHAH |
ATATR] goaelel &7 efseaee HaTemqarauc: |

HET TUHTTETETHAUT HIATeATGSITATT |

FET ATAATAGHTIH I NG UTIgrAATATH| 30|
BN G IE E IS DE GRS i R ETAEs |
IR RGe] araiifRoierstaeaf e faraaar: |
arefareRAETTRYafAs agAToracgeoRE]
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g &TTergeasiRIETeRT Srafd aerafadgafa: i 32|
JEMAdRSIT TElfhuge dgolel AR T
MeefATHE Hgriedea FIA SIERATUGT|
Fefedge A IUCHR ETRaATTRHAT|

YEAAT AT HGIEATSIT folol AT Forafaer ol:1l 3Rl
ARG qUIAY ARG dleaide ARSI Gecana Al 331
HeaTTel =T

AaTE aTEae] daTUsiEer ATETERE aRa
sraTfesTealer drarfeRrerafa spafaens e
AaEreRAE SafRaT gRITAY T

HEH Vg TdAaRHacRGIa i || 3¢

25. I SATTAREAAA Il (FEF)

AAISE] ARAUTATIT FAISE] FRIAVIAERT |
TAISE] IRIAVAGART FAASE AR dsf&ar all
AAYSTY HoEAT TR AalsTg FA TR |
AT IET ERERTT AT o g e’ Rl

THISEG AHHIATHAT FAAISE- faicqa| Hefar-

TAISEY AATeRTEar-T FAISE TG I3TEaT |I-

265



TAISE JeerT AAgHEE FASE] J FHlewafed |-

AAISE] QUITATHCI U HAE AT I |I-
PREAYETDI |- H AT T - CETH - AW e olH-
AAISTG TFACRRIGEAAA || SETHAT foREd garg-
HAHATRRI-J A hATeaqiee] Avfadr |
THAISEG URIeEIII &G ATI AR FAT AT Il-
frlieagued: HRETeiateR-FId1-gR-Tergare-
faRrfSrdrgame aesE] ga gL a3 Il
A Faaear FAAsT] faafaya fea-gaar |
AT farsesee arferrsieparseshiiasgdlcaftedr |-
qAISEG RIseseg TieTTpdrsehiATgted |-
CHIAR Iy g |- EFeamders e

I st arfeRreqEeRufaRfad aemaareds aqoiH |

26. II RATTAR FRATYUTI (HFF)
Jeriicrag aofafaemesH | -FafdgnT -
FHARd fasarisy -AfsT -gReig gl
TRHATSIGIESAHEIA Gl [HIRHA | -
AR |IRfFsrarsyr R || -aAvs -
faaTRIIaTaH FHFETH b TG -
AR || 3fayarfsr gRee (I-Afsa-

RARTGUR REgA |- 7@ o d -9 -
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FHTREddANed gRATS - AT - ¥l
RucHas aAaRIA | -ag&er -eared -
FHART | 9 fasrarfsyr gRefis || - AfvEa-
STITAME HTTIHA |- &AL
AR | & HIS [Ifdsrarietr gR-A0sq -
SRR TR, | -fAegor-
FAATRRT | b Foared gRas - Afvsa-
ATHA-fArae-fedafd Treapsore |
FHAAERET || ¢ Farfsy gRAS || - Afvsa-
ugAIeFdatedst Aaddaid | -FAEpe -
FHARR || R Farfs gR#AE || - AfPsa-
aRfeforge fsoRIsE |-gseom -
FHATEHRA || o fqerariees gRels || - AT -
HpaAT faaaeaaratdaf gReameams |

3ad NfdFe wufe aar AAvA kel

I 3fa 4 fasraeaadidear gumaareRemer F#ATear||
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10

11

12

13

14

15

APPENDIX - B

List of DaSavatara compositions in Marathi —
(Devanagar1)

Dinakarasvami (Svanubhavadinakara)
Eknatha (Abhanga No. 1, 2, 3, 4)
Eknatha (DaSavatara- arati)

Eknatha (Dasavatara Nandi-gita)
Eknatha (Gondhala No. 1, 2)

Eknatha (Maria1 -gita)

Eknatha (Pauranika DaSavatara)
Eknatha (Yallama -gita)

Janabai (Dasavatara abhanga)
Namadeva (Abhanga No.1, 2, 3, 4, 5)
Namadeva (Dasavatara -Sthane)
Namadeva (Pauranika DaSavatara)
Samartha Ramadasa Swami (Sri Manace Sloka)
Some§vara-Manasollasa Giti

Tukarama (Dasavatara- krt1 1, 2)
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1. it Rerateart RAEast IR FEgaaRas a1
TATAIT GATTAR JoieT

da ¥ ¥ 3o gfdage| eA0 Rqaasdas s 38 74|
q Heran RS WaT 8131 RGN fEsarisil

qd sTeruTd 3 91| AT A ol el
ATET STTHT GRS | ITdTel BTelfel TAMTI33 ]

&aT AYHSHTHT FHeol S| 30T AT AGHTR A It
RS SFiel TGN TART Ol TATART 1138 ]

ToglGIdl ool ali3el| cImar Udr AR dic [wa|
AU 7S g8Ya| FJHTREl ARTAATIRY |

QU $HU¢ B ddel| ATNET g3 Il ARG |
9T I3 FRELE difsel| GahrageardriBell

IR AFAT AR deR| TIRIT FR&dde 38R |
30T fOgdAR® of R | T dafdel TaUETii3u il

fSfear @& Seremd| fafar sl e |
TATATeT SATTAT JTell ATSHN| o M AR

URT HTOT RERETHT | AT JEATHTHET 30T
FeaTRET afdaar GeaToT[adeier FHer daarik|

ST TAHATSN duFeT| Y RraRer Tgonfe sredvT|
HIY TciTd! Sfdell TRoT| 10T E AR drfcarrligel|

ATeRGEAl el 9ToIoT| ad 3T9el fARdIaar suoT|
30T qdSAiadT HIATE (TR0 U STGIY) diget | 70T crfehelt I
=iyl

FATAHT THe=T g3eT| Sifoleld Shiggoid 3adie gAUIN|
A9 O T 3ol gieT| 30T Ashadair g &1 Jellehr ISRl
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a8 & wfe & 9ot g3 3eldl| AT ART gAv Sefiqar Agdr
HITOT IegaTST (NEITATS) FaAITId | aid foiadan(?) S lly3 |l

gaTd HU Hehe SO | QoY H8 gHT TR
Y Yehell EAVITA HTGIT Ul | QI offeT o a¢ Ryl

qs{® EAUN St 9o &aTl ST SATGEAT o ieid AT (AR |
ar & gHar 3T Irar ()| g i TeA I Iyl

JeHT SaT AEITARROT| FE el AT BT |
aq AT ST gIoT| JHAT ST IIYe |l
Jufy S gt 3oy AR |l # SF gF0T o JEdA wd

3AT90T|
Y 1ol ST HT9ETeT | a8 HidleT FIATIRo |l

&d 3mgendl [ gl aaeT| qureq Feuiifar fewer sver|
AT U 3gcfoar (3Rese) et efaT| Helfd o "ot 3o ¥ ||

30T FIT Sicgl Jotelm drerd | digRgar I 3rard|
g BIhd (8 I HIH Ui ) dX I 3 rd|
el AR ST ETEATATET II$R ]

S Slelliel YSolleh| &d EAUTCIol 3T |
HIT 3y gAY TFTah | €I RO eRad 1o ||

SRt et eR1d eareT| Ak Feonaariar arfaer qof|
IR AT | HRRIA Jexdiise ||

JTHATTAR grEgRd | I8 E Mer TEaers|
BIAAR IEHAH | AMATH FATTAR ISR

HOTddR AT | UF Ugdl o 3716 g 37|
FIT HEURY T&fT fol: QAW gETeaTeT 193 |

TGl AEIAHICGIISH| Fel Y Sidel [AHA |
HETHTET HPE 3Tl Scadd | Tl ar ey Tosramasl syl
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faeall gadMe TaUsTATT| TH foisehodeh Ukfel UIgLETEdTe |
QSellehI aTg a7 31TaT Tt | 3 Tosetdrs (Ydf el i o GRuT dhelel)
AT 391

Uhdl g3l Fell faany| IrTugraardr SR a@ 9
JUTiy grgdr Mg dad el Jeg dsdeadard ikl

AN FRMaAT § & SROT| ST S=gi 3MTelr HAT907|
ot T @ar qslieh o Trehl eAUIT A STeTErer 38 e lisul|

A T HAG | &at el g dafaareseraT |
a9 IgETHARICASATIIT GO | HHEATT el s

$I I IRIOTHAT GAIMHTSRI |

$pe (A AG g afdd arga gseliwmsh qdiaer gian, aF ded
Siretl.)

STEHOT ATl [ daendl|

AT FAROTATS el | ey Sieh stk 9|

gAue ArEraiY J9=m| Ager AfgAT 39T A=)
&7 9Tl 9T h&fer aaraT| 4 JdeT ETAT g0 ||

Tafed AMEarHaicaas| AT |

I RTT FBY| THICONGEATTUT

Qg TATEICHSATTAERTOT ATH| AT HoToenrer: |
(FarIHafgTay, Fag-3, faor-3)

271



2. ot UHATT AGRIST I=AT JHI=AT MAdT SAMTaAR
ol

TGAT - ¢
T 9165 SEAIRT| Th 369 TATdahRTIIL ||
TehT NN IIYAA| T FaTaT SHwehd Rl
T & GEHIGT| Th Y arg HaTli3||
TH R o arg| eedardr SeAmic Iyl
Tehl STeATGall €T3 | I WO alel g3 19l

el —R

dale] 3teld| HTeUuT SHlfeatdgd|

FTOTIUT SIS | G TRAG AT TR
FETURIT| ovuaneT e AT

GoTell Al YRAA | IERITT &g ATRIA IR
& Joglc Bodd| TAHT TeTe ®UA|
feoasiy faerad| REgeaor JBil

9 T Tordd| &7 et Fdd|

g g2aY gt AN aTHASIT GRA (W]
&I ol AR Fdd| STHEIARI[HT 3teId |
HEET 35fal ocd ARIA| fo:eif3g gedr $dd|
RUHTATT (1]

GierEd TEuT SAd | Hidr Yed ARId|

THTYUT Sehl BT | TAUT Hghol AT IIE |
gl g Felgdd| YIS Tehed 4

dl fatadr IHAG T HEOMGATI§ ATl
Foeo fAcasaeASad| fea sSrsaor |
AT Soll FUUT | THISTG JaT FU AT ||

T - 3
HTOET UET @Y ATRCT| cegl HHA STerel A Sfaerii¢ ||

FHTT GFeAT JLAT ERell TS0 HART FX Sfdel HETIRII

feoame AT arsall eRelr 3aell| AUl AAET aRel SEs 3]
eTerr veee 7o faeTRel R &cd| HETe Aol &helal & fAzad iyl
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B UTdIl TTdell GaR WAl AH STT| FgUNT Helad i S3air
afgerisil

Tehfad deal TAaTa fdy afEll| aor s@el & Sael g lis |
Shqce TSIV HITSel QU ATl | EAUNST Y Siesil giRATIlull
SATITAT hIBIAdT GTST Toddl SITAT hSeT| FgUNAT 3HT AT FT 53T
Herlicll

ol S@I 3eAcd SRT Yell 3Ead | o Sl dlegsy Sfdel STgsir
RGEN

J¢ Foltd HER FgUNT T Hhdl| ThISTITeall qrgai @Rl ardelr
STl el

T - ¥
dg USAT AT AW | AET AR STAT SAEf e |l
AT AR fHa™ adi| 38T SHeeT facariRll

Y31 AR ¢ ORI | e Fuiidel seAqdis|
T YT ol & gwer| afttar durem ST I¥|

gard Hhar HrEd § el cagafSTgséi aR arfgeriie I
ar &1 #gRIST [a¢ 33T ofie| Had dRIaAT Sl Todl USR]
TehToleAlGoll Icof TGl HIfGeil| &g IO 0T GET Fel 3

AT ST et gcdel aXged ashuroirl|e ||
Ardl HAGRIST Sellhr ATl T 31 el 3HT faCiRl
fexuaner ayye @t Selcal THSASH I it sral3 il

Hard JEdllarhRul sRIA g Sien | faersfa &ca Tasft 3es@ Famig|l
A AGRIST Y 33X HT| IHT TGS HSaIfad I qréiiR|l
TehloTelle ] HaFdehlol haR| TEEeIT & digar derarar 23|l

IS SaIl HTIUT qTHeA STT| SEIAT hall dcdl Tdiedl amferer|ig |l
AR #ABRIST 39T Acadll X aRor HdT ur3el glear AR IR
HFaTTAT STl T3¢ 3T TRAT| ThITACT d Sl UTfeali3 |l

AT $HaRT e o] ae | Tafad dar gt fAatfa aneiig ||
MY AT Tgemer Y| A Ferall SF IATIRI
TehToleAlGat sarar Hfd afordr| gdagrye AAdT geresr Rarisi
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raear $ar vaon aftgern| SFfaar s fSfEvor wenfarie
dIfe HERTST TG AT e alell UFelr 3T faea’T IRl
UHISTAGaT JAHAATH HIfct | IR IART Vel AT g e B

CATIRT IAR 3T3aT| HAHT I AFsur qraariis |
AT FAERTST TG aAdi| 3HT TG T S FHE IR
TalSTeTCatl arofl ggely fASN 3maar 3msfadi e JeAmfe 3|l

qsforrTehRUT argadl 34| HerareaThal feaad asmie |l
q¢ TGHETATE HHTHAIT| TS Fifc pIdsorardr grer gaiiRll
TehTSTeATGol STAT Is0Td aMTcdT| fAgeretid STl argsaq a3 i

Feldhl AR Y& glsel AN | Gl ATl & AT IadR elviie |
GBI AdR HFATHRUT Ol Herdrl ST AN arsfarar ARl
TR HaN 8T 379dR Odel| ThiaTediear gl IRT afotel 13|
(T ThaTTIHGRIS AT I IMMRAT, IMATII, AT TAI)

3. AT 3T
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APPENDIX - C

List of DaSavatari Artists

Sri. Patkar Laxman Gangaram (Kotkamte-8805587808)

Sri. Ghadi Ekanath Dhapu (Kotkamte- 9404163816)

Sri. Amberkar Vasudev ( Kotkamte- 9011026499)

Sri. Morye Shankar Shantaram (Kudal- 9421632489)

Sri. Morye Prakash (Kudal- 9421632489)

Sri. Lingayat Pradeep ( Kuveshi- 9273744920)

Sri. Parab Ganpat Shankar (Malvan- 9922430157/ 24371474)
Sri. Kandalgaokar Satyavan (Sri Satguru Dasavatara Mandal )
Sri. Padave Mahesh (Sri Bhute§var Dasavatara Mandal )

Sri. Hindlekar Narayan (Sri Bhagavati DaSavatara Mandal )
Sri. Hardikar Ravindra Shivaram (Adivare)

Sri. Bedarkar Dipak (Adivare- 9403062588)

Sri. Date Savita Jayavanta (Adivare- 02353-226282)

Sri. Date Jayavanta (Adivare)

Sri. Ranade Shrikant (Adivare- 02353- 226338)

Sri. Paranjape Vasudev (Adivare- 02353- 226247)

Sri. Joshi Suresh (Kuveshi- 02353-224324/ 9226738507)

Sri. Karandikar, Sagar Joshi (Kuveshi)

Sri. Kamalakar Prabhu (Banda, Sindhudurg 9423302881 )

Smt. Aparna Aglave- Chaitanya Mahila Vikas Mandal (Banda,
Sindhudurg 9423513260)

296



APPENDIX - D
Features of Dasavatara Plays - General Observations

Siddhivinayaka Kotakamte Nate village (Ratnagiri Adivare Village | Kuveshi Village
Troupe (Mumbai) | Troupe Dist.) (Ratnagiri Dist.) | (Sindhudurga Dist.)
(Sindhudurga
Dist.)
Place if Enactment | Auditorium Auditorium Temple Premises Temple Premises | Temple Premises
Time Evening Night Night Night or Night
Morning
Nature and Aesthetic and Aesthetic and Ritual and Aesthetic Ritual and Ritual and Aesthetic
Function Devotional Devotional Aesthetic
Make-up Special make-up Stylized make- Stylized make-up: Head- Stylized make- Stylized make-up:
for major up: Head-gear gear and other ornaments. up: traditional traditional masks.
characters. Head- etc. masks.
gear and mask for
Sankhasura and
others
Costume Colorful dress. Colorful dress. Colorful dress. Traditional | Colorful dress. Colorful dress.

Traditional

ornaments (self —
made) and Mask
for Ganapati and

Traditional
ornaments (self —
made) and Mask
for Ganapati.

ornaments (self —made) and
Mask for Ganapati.

Traditional
ornaments (self —
made) and Mask
for Ganapati,

Traditional ornaments,
masks of wood and
Paper Mache (self —
made). Traditional
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Sarasvati’s
peacock. Sajjiva

Ravana and
Sarasvati’s

mask for Ravana

aharya of NS.- peacock.
Gariuida and Sesa
Lighting Electrical light Electrical light Petromax light Petromax light Petromax light
Music Pakhawaja, Pakhawaja, Pakhawaja, cymbals, and Pakhawaja, Pakhawaja, cymbals,
cymbals, and cymbals, and harmonium cymbals, and and harmonium
harmonium harmonium harmonium
Performer No special training | No special No special training Systematic No special training
Training training training with

body exercise

Transmission of

By oral tradition

By oral tradition

By oral tradition

By oral tradition

By oral tradition and

performance and written script | written script
knowledge (Shri Gore and

Shri Bhide

Mandali)
Caste of the Any caste. No Guravas and Guravas and Devalis Only Brahmins Only Brahmins
performers female performers | other castes
Occasion of Any time Any time and Festive Festive occasions | Festive
performance some festive occasions(Mahasivaratri (Navaratri and occasions(Mahasivaratri

occasions in
villages (for
livelihood)

and Tripurari Paurnima)

Tripurari
Paurnima). Ten
days presentation
of all the
Avataras

and Tripurari Paurnima)
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Musical format

and language used

All characters use
their local
language (Malvani
and Marathi).
Singers follow folk
tunes; sometimes
classical ragas

All characters
use their local
language. Play-
back singers also
take part in the
performance.
Singers follow
only folk tunes
and natya-
sangita

All characters deliver their
dialogue in Marathi. Singers
follow only folk tunes

All characters
speak Marathi.
Some characters
sing for
themselves.
Singers follow
classical ragas
and natya-
sangita

Tunes. Arya,
Carya,

Dindi, Tarana,
Nandi, and Pada
forms were used

All characters speak
Marathi. Some
characters sing for
themselves. Singers
follow classical ragas
and natya- sangita
Tunes.

Abhinaya Attempts are made | Attempts are Attempts are made for Attempts are Attempts are made for
for executing ina | made for executing in a stylized made for executing in a stylized
stylized manner executing in a manner four modes of executing in a manner four modes of
four modes of stylized manner | Abhinaya. Stress on stylized manner | Abhinaya. Stress on
Abhinaya. Stress four modes of Vacikabhinaya four modes of Vacikabhinaya
on Vacikabhinaya | Abhinaya. Stress Abhinaya. Stress

on on
Vacikabhinaya Vacikabhinaya

Date 06-03-2012 09-02-2012 09-03-2013 10-03-2013 23-11-1993

Video- 1 Video- 2 Video- 3 Video- 4
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Themes

Gartida Janma

Kalika Janma

TulaSice Pan

Day-1, Ganesa
Puja and Matsya,
Day-2, Kurma
and Varaha,
Day3-4,
Narasimmha, Day-
5, Vamana, Day-
6-7, ParaSurama,
Day-8, Krsna and
Balarama, Day-
9-10, Rama

Nandi, Matsya avatara,
Narasirhha avatara,
ParaSurama avatdara and
Rama avatara
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